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Symphonies of Beethoven 
 
Scope: 

There can be few people who have not heard Beethoven’s name, the famous 
first four notes of his fifth symphony, or the first strains of his “Ode to Joy.” 
Beethoven is one of the most revered composers in the history of Western 
music. 

Why? He possessed a unique gift for communication. He radiated an 
absolute directness that makes his music totally accessible. The sheer 
emotional power of his music is readily understood. His revolutionary 
compositional ideas are not hard to appreciate.  

Beethoven is widely recognized as one of the greatest of all symphonists—
the composer who ripped apart the regimented formulas of classical 
symphonic style. His nine symphonies are the cornerstone of orchestral 
literature. The revolution that they represent influenced composers for the 
next hundred years and more. It was a revolution on every level: harmonic, 
melodic, rhythmic, formal, dramatic, self-expressive, and emotional. 
Beethoven led the charge to a totally new era. He booted out the restraint of 
18th-century classicism and ushered in romantic self-expression. His 
symphonic offspring were the first statesmen of this new, musical 
democracy. 

Beethoven’s artistic progress is historically measured in three periods: 

1. 1792–1802: Viennese period: This period is marked by his innovative 
treatment of classical style conventions. It includes the composition of 
Symphony Nos. 1 and 2. 

2. 1803–1815: Heroic period: This period is marked by truly 
revolutionary breaks with classical style. It sees the composition of 
Symphonies Nos. 3, 4, 5, 6, 7, and 8. 

3. 1820–1826: Late period: This period is dominated by the most 
revolutionary and influential composition of Beethoven’s entire career: 
the Ninth Symphony. Here Beethoven fuses all art forms into one 
monumental work and heralds a new era of unfettered musical 
expression. 

Over the course of these 32 lectures on the history and analysis of 
Beethoven’s nine symphonies, we see how the composer revolutionized the 
classical concept of musical composition in his approach to form, rhythm, 
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harmony, melody, drama, and self-expression. No one believed more 
fervently than did Beethoven that rules exist to be broken. 

Lectures One–Four, entitled “Beethoven and the Heroic Style,” introduce 
Beethoven the man and his musical development up to 1808. In order to put 
his musical achievements into perspective, we look at Beethoven’s early 
life, his physical and spiritual development, and the historical circumstances 
and the prevailing musical style that influenced his development. We learn 
the basic tenets of the classical style and how Beethoven stretched those 
rules in his first two symphonies. We start to understand Beethoven as a 
man of his time, a man shaped by his emotional demons and physical 
ailments. 

Lectures Five and Six, entitled “Symphony No. 1—Beethoven as 
Classicist—Tradition and Innovation” examine how Beethoven pushes the 
envelope in his very first symphony.   

The next two lectures are entitled “Symphony No. 2—Beethoven at the 
Edge.” Symphony No. 2 has an extraordinary expressive and compositional 
range that puts it at the outer edge of the classical style even as it 
approached Beethoven’s new heroic aesthetic, which was fully realized in 
Symphony No. 3 of 1803. In 1796 Beethoven began to suffer a hearing loss. 
By 1802 it was apparent to him that his hearing disability was permanent. 
He expressed his terror in the Heiligenstadt Testament. Beethoven’s hearing 
loss may be seen as the catalyst of the new compositional path upon which 
he then embarked, beginning with his second symphony. His physical and 
emotional struggle with his hearing disability broadened his character and 
reached into his compositional creativity. 

Lectures Nine–Twelve, entitled “Symphony No. 3—The ‘New 
Path’ Heroism and Self-Expression,” discuss Symphony No. 3 (“Eroica”), 
which marked Beethoven’s coming of age. Upon it he built the whole of his 
subsequent output. It is the key work in Beethoven’s musical revolution, a 
revolution precipitated by the crisis of his hearing problem. It is a metaphor 
for the eternal struggle of the hero against adversity, a struggle with which 
Beethoven personally identified. 

Lectures Thirteen– Sixteen, entitled “Symphony No. 4—Consolidation of 
the New Aesthetic,” discuss the chronology of Beethoven’s Fourth, Fifth, 
and Sixth symphonies and analyze the Fourth. This new aesthetic is seen as 
a modest but not major return to a more classical structure. Its traditional 
framework is filled with iconoclastic rhythms and harmonies that clearly 
mark it as a product of the composer’s post-“Eroica” period.  
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Lectures Seventeen–Nineteen, entitled “Symphony No. 5—The Expressive 
Ideal Fully Formed,” analyze the iconoclastic Fifth Symphony and explain 
how it crystallizes Beethoven’s mature compositional innovations. He 
subjects form to context. He establishes motivic development as a 
fundamental of his art. He introduces the concept of drama into the formal 
layout of movements. He introduces the concept of rhythm as a narrative 
element and he decrees that music must, above all, be self-expression. 

Lectures Twenty–Twenty-two, entitled “Symphony No. 6—The Symphony 
as Program,” examine Beethoven’s Sixth Symphony and its relationship to 
his love of nature. In this symphony, Beethoven elevates program music to 
a genre of substance. 

Lectures Twenty-Three and Twenty-Four, entitled “Symphony No. 7—The 
Symphony as Dance,” analyze Beethoven’s kinetic and dance-inspired 
Seventh Symphony with references to major events of the period. He broke 
off his affair with his “immortal beloved” in 1812, with all the grief that that 
entailed. His hearing also took a precipitous downturn. Yet, and perhaps 
because of these personal disasters, he was able to write the exuberant 
Seventh Symphony. Moreover, this period saw a revival of Beethoven’s 
fame and fortune. It was precipitated by the (unmerited) popularity of his 
battle symphony, “Wellington’s Victory.” This work was inspired by 
Wellington’s defeat of Napoleon in Spain and premiered at the same 
concert as Beethoven’s Seventh Symphony. 

Lectures Twenty-Five–Twenty-Seven, entitled “Symphony No. 8—Homage 
to Classicism,” analyze Beethoven’s Eighth Symphony. We learn the 
answer to an age-old riddle: his “immortal beloved” was Antonie Brentano. 
We see how he was beside himself with grief and despair as a result of 
breaking off this affair. Yet he composed his exuberant battle symphony, 
“Wellington’s Victory,” and the Seventh Symphony, which brought him a 
temporary revival of public popularity in 1814. The Eighth Symphony, full 
of raucous humor and brilliant wit, was born amidst these events and 
premiered in February 1814. 

Lectures Twenty-Eight–Thirty-Two, entitled “Symphony No. 9—The 
Symphony as the World,” analyze the Ninth Symphony and discuss the 
years surrounding the Ninth Symphony’s genesis. We learn about 
Beethoven’s fall from public favor in 1815; the loss of his most loyal 
patrons; his worsening hearing loss; his disastrous possessiveness toward 
his nephew Karl; the years of litigation to claim custody of Karl 
(1815 1820); his consequent emotional decline; and finally his rebirth with 
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the composition of his late period works (1820–1826). We see how the 
Ninth Symphony obliterated time-honored distinctions in its conception as a 
Gesamtkunstwerk, a work that embraces all art forms, including literature, 
song, and drama. By its example, the ninth decreed that context dictates 
genre as well as form and that the expressive needs of the composer must 
take precedence over any and all musical conventions.  

4
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Lectures One–Four 
Beethoven and the Heroic Style, I-IV 

 
Scope: Lectures One through Four, entitled “Beethoven and the Heroic 

Style,” introduce Beethoven, the man, and his musical 
development up to the premiere of the Sixth Symphony in 1808. In 
order to put his musical achievements into perspective, we look at 
Beethoven’s early life, his physical and spiritual development, and 
the historical circumstances and the prevailing musical style that 
influenced his development. We learn how Beethoven despised his 
abusive alcoholic father and took responsibility for his brothers at 
age 17. We follow his move to Vienna, his relationships with 
Viennese aristocracy, his studies with Haydn, his love/hate 
relationship with Napoleon, and the circumstances surrounding the 
premiere of his “Eroica” Symphony. Beethoven’s pianistic style is 
discussed, along with a comparison between the harpsichord and 
the piano. His hearing loss is examined as the catalyst of the new 
compositional path he will forge, beginning with his landmark 
Symphony No. 3. 

 
Outline 

I. Introduction. 
A. Beethoven’s appearance and personal attitude. 

1. Anton Schindler described the mature Beethoven as a short, 
thickset, broad-nosed, and wild-haired man. 

2. Frau von Bernhard described Beethoven in the 1790s as 
insolent, arrogant, unkempt, and coarse. 

3. Beethoven was physically clumsy and unable to dance well, 
sharpen pencils or shave without cutting himself. 

4. Baron de Tremont described Beethoven’s apartment in 1809 
as essentially a bachelor’s pigsty. 

B. Beethoven’s Symphony No. 3 in E Flat Major (“Eroica”),  
Op. 55. This was a watershed work heralding the most influential 
compositional path taken by European music for the next 100 
years. 
1. Symphony No. 3 was premiered on April 7, 1805. 
2. Critical reaction was mixed at best. Beethoven’s 

contemporaries had profound problems dealing with its: 
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a. Length (close to one hour in duration). 
b. Expressive content. 
c. Compositional/structural content. 
d. In order to understand this reaction we need to compare 

Symphony No. 3 with the prevalent musical style of the 
period.  
i. Musical comparison: Haydn’s Symphony No. 88, 

movement 1. 
(a) Theme 1 is jolly, memorable, compact. 
(b) The development section is clever, witty, and 

non-transformational. 
ii. Beethoven’s Symphony No. 3, movement 1. 

(a) Theme 1 is long, harmonically and rhythmically 
ambiguous, and expressively complex. 

(b) The development section is agonized, turgid, 
metaphoric, and transformational. 

3. The dominant musical style of the era was the Viennese 
classical style.  
a. It reached its height in and around Vienna c. 1780-1800. 
b. It is classical in the ancient Greek sense, meaning that it 

has: 
i. Clarity of line—in musical terms, clear, accessible 

tunes. 
ii. Balance and proportion. In musical terms it adhered 

carefully (if not dogmatically) to pre-existing musical 
forms. 

iii. Aesthetic purity and artistic restraint and refinement. 
c. It is a product of the social revolution known as the 

Enlightenment, which saw the rise of the middle classes 
and espoused the philosophy that all men are born equal. 

d. Musical comparison: Bach’s Brandenburg Concerto No. 
5, movement 1, theme 1, is compared with Haydn’s 
Symphony No. 88, movement 1. 

e. Theme 1. This is a comparison of baroque melodic 
complexity with classical simplicity and directness. 

f. The classical style, in general, failed to plumb the heroic 
or tragic levels of experience. 

C. Beethoven had to grapple with tumult in his personal life and in the 
sociopolitical events happening around him. The late 18th and early 
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19th centuries were tumultuous times, of which the chief historic 
developments were: 
1. The Enlightenment. 
2. The French Revolution (1789–1795). 
3. The Age of Napoleon (1799 1815). 

D. In order to appreciate Beethoven’s music, we must understand 
Beethoven as a man shaped by his inner demons, his physical 
ailments, and his changing sociopolitical environment. The spirit 
of his time was change. The concept of the individual as master of 
his or her own destiny was emerging. Just as the world around him 
was moving in totally new directions, Beethoven was opening up a 
whole new world in music—and this is his historical significance. 

II. The goals of the opening presentation (Lectures One through Four) are: 
A. To present an outline of Beethoven’s life and compositional output 

to 1808. 
B. To start to understand Beethoven as a man of his time and as a 

deeply troubled man who was shaped by his emotional demons and 
physical ailments. 

III. Beethoven’s early life, the Bonn years, part 1: 1770–1780. 
A. He was born in Bonn, Germany, on December 17, 1770.  
B. There were three major influences on Beethoven’s childhood: 

1. His paternal grandfather, Ludwig van Beethoven, the 
patriarch, was the Kapellmeister at the elector’s court in Bonn. 

2. His father, Johann van Beethoven, was a mediocre tenor, 
incipient alcoholic, and underachiever.  

3. His mother, Maria Magdelena van Beethoven, was a 
depressed, disillusioned, and miserable woman. 

C. Beethoven despised his abusive father and maintained a 
psychological identification and reverence for his grandfather 
Ludwig throughout his entire life. 

D. Beethoven’s brothers were Caspar Anton Carl van Beethoven 
(three and a half years Ludwig’s junior) and Nikolaus Johann van 
Beethoven (six years Ludwig’s junior). 

E. Beethoven’s musical talents were recognized early; he received 
instruction in the clavier (harpsichord and fortepiano), organ, 
violin, and viola. 
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F. Bernard Maurer, a friend of Johann, recalled the young Beethoven 
as lonely and withdrawn. 

G. Beethoven’s “family romance.” 
1. By 1790 Beethoven believed that his birth date was 1772 and 

that his birth certificate (dated 1770) was false. 
2. This belief was linked with his fantasy that he was really the 

illegitimate son of the King of Prussia. 
3. Even at the end of his life, when he knew the fantasy to be 

untrue, Beethoven refused to publicly deny it. 

IV. Beethoven’s early life, the Bonn years, part 2: 1780–1789. 
A. Beethoven “emerged” via his music. 
B. Beethoven began his studies with Christian Gottlob Neefe, the 

organist at the Bonn court. Neefe introduced Beethoven to the 
works of Johann Sebastian Bach. Beethoven was exposed to 
Bach’s marvelous complexity and richness of sound (the 
simultaneous interplay of multiple melodies), his absolute 
precision, and his incredibly expressive palette. 

C. Beethoven received his first review as a virtuoso pianist on March 
2, 1783. 

D. In 1784 he was hired as a salaried employee at the Bonn court to 
play organ, piano/harpsichord, and violin.  

E. In the spring of 1787 Beethoven traveled to Vienna to be evaluated 
and, perhaps, to study with Mozart. However, he was recalled 
almost immediately, due to his mother’s terminal illness. 

F. After his mother’s death, Beethoven became, by necessity, the 
head of his household. 

G. In 1789 Beethoven successfully petitioned the elector of Bonn (his 
employer and his father’s employer) to grant the Beethoven 
brothers half of their alcoholic father’s pension and to have their 
father removed from Bonn. 

V. Beethoven’s early life, the Bonn years, part 3: 1789–1792. 
A. On November 1, 1792 Beethoven prepared to depart again for 

Vienna, there to study composition with Haydn. 
B. Growing local fame as a composer brought Beethoven to Haydn’s 

attention in the late spring of 1792.  
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C. Beethoven was nearly 22 years old and considered himself to be an 
enlightened individual. He had only a grade school education, but 
he was a voracious reader and a tireless coffee-house debater. 

D. He left behind him a warm and supportive circle of friends. 
E. He took with him to Vienna a grand and dramatic pianistic 

technique, the likes of which no one had ever heard before. 
F. In order to understand why this technique so astonished 

Beethoven’s audiences, we need to look briefly at two keyboard 
instruments of the late classical period: the harpsichord and the 
piano. 
1. The harpsichord was the standard keyboard instrument c. 

1780. 
a. It is essentially a keyboard-activated harp. The strings are 

plucked like those of a harp. 
b. The keys have a rapid and brittle attack and little 

sustaining ability. In other words, the sound dies quickly. 
c. The instrument is non-dynamic. In other words, it is not 

possible to play loud and soft. 
d. The light action of the keyboard requires an extremely 

light touch. 
e. Music example: Bach’s Prelude in C Sharp Major, “Well 

Tempered Clavier,” Book 1. 
2. History of the piano/pianoforte/fortepiano. 

a. The piano was invented c. 1709 by Bartolomeo Cristofori; 
the early piano is called a fortepiano, meaning an 
instrument that can play loud and soft. 

b. It is capable of dynamics (loud and soft) because of its 
hammer action. Its strings are not plucked, like those of a 
harpsichord, but hammered. 

c. The piano gradually replaced the harpsichord as the 
keyboard instrument of choice. 

d. Harpsichords and pianos were used interchangeably 
throughout the late 18th century.  

e. The light action of early pianos required a 
correspondingly light, harpsichord-like touch. 

3. Musical comparison: The piano music and technique of 
Mozart is compared with the piano music and technique of 
Beethoven. 
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a. Mozart’s Piano Sonata in D Major, K. 576, movement 3 
(1789). This work was written for piano, but very much in 
the style of harpsichord music. 

b. Beethoven’s Piano Sonata, Op. 13, movement 1 (1796). 
This was written for a big, dynamic, sustaining 
instrument. This is true piano music. 

4. Beethoven’s original approach to the piano may be attributed 
to a number of factors. 
a. He was of that first generation of pianists to actually grow 

up playing a piano rather than a harpsichord. 
b. Beethoven’s dislike of authority (tradition) and his need 

to express himself allowed him to conceive of the piano 
differently from his contemporaries. 

c. Beethoven’s experience as an organist led him to hear 
(and want!) grander and more heroic statements from the 
piano. 

G. Beethoven departed Bonn on November 2 or 3, 1792. 
H. Johann van Beethoven dies on December 18, 1792. 

VI. Beethoven in Vienna. 
A. Beethoven the pianist. 

1. It was as a pianist that Beethoven first attracted attention in 
Vienna. The Viennese had never heard such a pianist as 
Beethoven, accustomed as they were to the light, fluent, 
harpsichord-derived piano technique of Mozart and others. 

2. Beethoven outplayed every pianist in piano-rich Vienna. 
B. Beethoven and the aristocracy. 

1. Beethoven rapidly became the darling of the Austro-
Hungarian aristocracy. Unlike Haydn, whose career was spent 
as the servant of an aristocratic family, and Mozart, who never 
managed to achieve for himself a permanent patron, 
Beethoven was an “equal opportunity” artist. He fought with 
everybody and insulted all of them, managing to retain his 
singularity throughout. The enlightened Viennese aristocracy 
was psychologically a very different aristocracy from that of 
Mozart. Thus they were more likely to tolerate Beethoven's 
tirades and outspokenness.  

2. The list of Beethoven’s patrons reads like a “who’s who” of 
Austrian nobles. 
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3. Beethoven’s most important patron was Prince Karl 
Lichnowsky. 

C. Beethoven’s lessons with Haydn. 
1. Franz Josef Haydn (1732 1809) was considered the 

preeminent German/Austrian composer at the time Beethoven 
began his studies in 1792. 

2. The lessons ran from November 1792 to January 1794. 
3. The relationship between Beethoven and Haydn was complex 

and tangled from the start. Beethoven was impatient with the 
established rules of classical musical composition and not 
respectful of the older composer, Haydn, who had written 
some of the greatest works in the genre. 

4. Beethoven hired Johann Schenk to help him with Haydn’s 
assignments and he also misrepresented his financial 
circumstances and his compositional progress to Haydn. 

5. In January 1794 an angry and disillusioned Haydn (having 
discovered Beethoven’s deception) discontinued Beethoven’s 
lessons. 

6. Beethoven briefly continued his studies with Johann 
Albrechtsberger and Antonio Salieri. Again, however, his 
teachers complained that he showed no respect for the rules.  

7. Beethoven was able to get away with his rebellious attitude 
because he was the darling of the aristocracy. They indulged 
him. He had no need to ingratiate himself with his patrons in 
order to thrive as a composer. 

D. Beethoven’s early Viennese compositions. 
1. Beethoven’s Viennese period (1792 1803) is one of 

assimilation. 
2. 1795 was the first big year in Beethoven’s compositional 

career. The major works were: 
a. Premiere and publication of the Piano Trios, Op. 1, Nos. 

1 3. 
b. Premiere of the B Flat Major Piano Concerto, Op. 19, 

(now known as No. 2) 
3. The significance of Beethoven’s Piano Trios, Op. 1, lies in the 

fact that: 
a. The piano trio was traditionally a vehicle for amateurs. 
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b. Beethoven’s trios, Op. 1, stand in complete contrast to the 
trios of this time in that they are long, virtuosic, almost 
symphonic works. 

c. Musical examples: Beethoven’s Piano Trio, Op. 1, No. 1 
in E Flat Major, movement 1 and Piano Trio, Op. 1, No. 3 
in C Minor, movement 1. 

d. Note that the pieces are played on an early piano—a 
lighter and more brittle sound than that of the modern 
piano. 

E. Beethoven made his reputation in the eyes of the Viennese public 
in April 1800 with the public premiere of Symphony No. 1.  

F. Symphony No. 1 in C Major, Op. 21. 
1. This is a decidedly conservative work that pays frank homage 

to both Mozart and Haydn. 
Musical comparison: Beethoven’s Symphony No. 1, 
movement 2, is compared with Mozart’s G Minor Symphony, 
K. 550, movement 2. 

2. Beethoven’s symphony is, conservatism notwithstanding, full 
of innumerable “Beethovenisms” that mark it as very much his 
own. 

VII. Beethoven’s hearing loss. 
A. Beethoven’s hearing loss began slowly, c.1796. 
B. This loss brought about a deepening emotional crisis which came 

to a head in October 1802 with the writing of the so-called 
Heiligenstadt Testament, in which Beethoven alternately offered 
his last will and testament, railed against God and mankind, 
contemplated suicide, discussed art, and determined, ultimately, to 
fight on. 

C. For Beethoven, his growing deafness realized his worst 
nightmares. He felt isolated and alone. He decided to avoid 
company as much as possible, lest people should guess, to his 
further mortification, that he was going deaf. As a consequence, he 
was considered by many to be misanthropic. 

D. While writing the Heiligenstadt Testament, Beethoven was 
composing one of his most brilliant and humorous works, the 
Symphony No. 2 in D Major, Op. 36. 
1. Musical Example: Beethoven’s Symphony No. 2, movement 

4. 
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2. Beethoven wrote his most brilliant symphonies—Nos. 2, 7, 
and 8—when he was at his most depressed. 

3. After the Second Symphony, the classical model would no 
longer serve Beethoven’s increasingly self-expressive, 
heroically conceived symphonic ideas. 

VIII. Beethoven and Napoleon Bonaparte (1769 1821). 
A. Some dates in French history: 

1. July 14, 1789: the French Revolution begins. 
2. 1792–1795: The Reign of Terror. 
3. 1795–1799: The First Republic The Directory. 
4. 1799 1804: The Despotic Republic the First Consulate. 

a. War hero Napoleon Bonaparte came to power in 1799. 
b. He promised and delivered peace with Austria and 

Germanic nations. 
c. Napoleon Bonaparte became “First Consul.” He was 

essentially an enlightened despot. 
5. In 1803 Napoleon was poised to “bring the Revolution” to all 

of Europe. 
B. Beethoven had a love/hate relationship with the image of 

Napoleon. 
1. Love. 

a. Beethoven saw Napoleon as a symbol of revolt against 
authority. Indeed, he identified with the French 
“revolutionary” and so admired him that, in 1803, he 
seriously contemplated moving to Paris, at that time the 
monetary and political capital of Europe. 

b. Beethoven determined, probably after the fact, to dedicate 
his next symphony (Symphony No. 3) to Napoleon as an 
entrée into Parisian musical society. 

2. Hate. 
a. In 1804 Napoleon declared himself emperor. 
b. Beethoven, now disillusioned with a man who had proven 

himself to be just another tyrant, retitled his Third 
Symphony, “Eroica,” the heroic symphony. 

c. Any trip or move to Paris was put on permanent hold after 
Napoleon’s attack on Austria in 1805. 

IX. The progressive steps that led Beethoven to write the “Eroica” 
Symphony. 

13
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A. The image of Napoleon as a hero was a popular perception. 
B. Beethoven was struggling with his continuous hearing disability. 
C. His unhappy upbringing had its effect on his psyche as an adult. 
D. European society was changing. 
E. All these influences liberated Beethoven’s sense of the heroic and 

the grandiose. The Symphony No. 3 was a work that expressed a 
heroic kind of music that no one had heard before, but for which 
there was a place in Beethoven’s tumultuous world. 

X. Premiered at a public concert on December 22, 1808, Symphony No. 3 
was Beethoven’s final, crushing assault on the classical style. The 
circumstances of the concert were as follows: 
A. The concert was performed from 6:30 p.m. until 10:30 p.m. 
B. The all-Beethoven program featured no fewer than eight 

premieres. These included Symphonies Nos. 5 and 6; Choral 
Fantasy, Op. 80; and several movements from Mass for Prince 
Esterhazy, Op. 86. 

C. The circumstances were bad: freezing weather and a poorly 
rehearsed group of surly musicians. The public’s response was 
poor. 

D. To remind ourselves of the refined and decorative musical style of 
the day and how greatly Beethoven’s music differed from it, we 
compare the opening bars of Haydn’s Symphony No. 104 with 
those of Beethoven’s Symphony No. 5. 

XI. Conclusions. 
A. Once achieved, the expressive power and compositional 

innovations representing Beethoven’s Symphony No. 3 and the 
heroic style remained in place for the next 15 years. The essence of 
the heroic style: 
1. Music may be viewed as a legitimate form of self-expression. 
2. Composers need use only those elements of the past and of 

tradition that they choose to use. 
3. Originality and individuality should be an artistic goal. 

B. For many of his contemporaries Beethoven’s music was difficult to 
listen to and hard to play. So why was Beethoven’s music 
accepted, even embraced? 
1. Beethoven was a completely honest composer. 

14
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2. Love him or hate him, contemporary audiences heard and 
understood the truths in his music, music that reflected the 
truths of their time better than any other. 

3. Beethoven’s heroic, self-expressive music helped shape the 
Viennese people’s self-image at a crucial and difficult time. 
They had been crushed by Napoleon. The nation’s morale 
needed a boost and it was found in Beethoven’s music. 

4. Musical Example: Beethoven’s Symphony No. 5, movement 
4 symbolic of heroism, power, and macho life force. 
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Lectures Five–Six 
Symphony No. 1—Beethoven as Classicist— 

Tradition and Innovation, I-II 
 
Scope: Lectures Five and Six examine the “new path” that Beethoven 

began to forge with his first symphony. We see his innovations 
within the context of contemporary events and the prevailing 
classical style. Symphony No. 1, Beethoven’s great classical-era 
symphony, is analyzed along with discussions of the musical style 
and the major musical forms of the Classical Era, the most 
important of which is sonata-allegro form. 

 
Outline 

I. Introduction. 
A. Beethoven’s symphonies exemplify the individuality and 

individual emotional expression wrought by Enlightenment 
humanism, the French Revolution, and the age of Napoleon. 

B. Beethoven’s symphonies “do” many different things: 
1. They mirror a European world in a state of great change. 
2. They document Beethoven’s personal and ongoing 

compositional and expressive development. 
3. They are, individually and intrinsically, great works of art. 

C. Our agenda is to study Beethoven’s life and environment for how 
they help us to hear and understand the nine symphonies 
themselves. 

II. Symphony No. 1 in C Major, Op. 21 (1800): background. 
A. In order to understand Beethoven’s relationship with the 

established classical style of his day, we must be acquainted with 
the: 
1. Essentials of the Viennese classical style, as described in 

Lecture One. 
2. The classical symphony was established by 1780. 

a. It was a large instrumental composition for orchestra, 
typically four movements in length. 

b. A movement is a self-standing piece of music with a 
beginning, a middle, and an end. 
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c. Movement 1 is typically the most intellectually and 
emotionally challenging of the four movements. It is in 
sonata form (or sonata-allegro form) to be discussed 
later. 

d. Movement 2 is lyrical and slow. 
e. Movement 3 is a dance. 
f. Movement 4 is fast, frisky and upbeat. 
g. All the movements are self-standing and related by key. 

B. Genesis. 
1. Symphony No. 1 was completed in early 1800. It appeared 

five years after Haydn’s last symphony (No. 104 of 1795) and 
12 years after Mozart’s last symphony (“Jupiter” Symphony 
of 1788). 

2. Beethoven’s first symphony is, on the surface, a fairly 
conservative work. 

3. In its details, however, Beethoven’s first symphony 
demonstrates a wealth of original and novel ideas. It is 
particularly in the first and third movements that Beethoven 
begins to separate himself from the models of Haydn and 
Mozart.  

III. Musical Form. 
A. Our approach to Beethoven’s symphonies will require a passing 

knowledge and understanding of classical-era musical form. 
B. Musical form refers to the formulaic structures upon which a 

composition is based. 
C. Each era has its musical forms. These are societal and cultural 

givens shared between a composer and his/her contemporary 
audience. They provide a frame of reference as a guide for both the 
composer and his listeners. 

D. The classical-era musical forms are those musical processes that 
evolved in order to accommodate the Enlightenment-inspired 
emphasis on clear, tuneful melody and clear, balanced structure. 

E. There are four main classical musical forms. They constitute 
Beethoven’s essential compositional inheritance.  
1. Theme and Variations form: A theme is stated and then varied. 
2. Minuet and Trio form: Typically this is the form of the third 

and sometimes the second movement. An opening minuet (A) 
is contrasted with a second minuet, called a trio (B), and is 
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then stated again. The structure is known as ternary or ABA 
form. 

3. Rondo form: A main theme alternates with contrasting 
episodes. 

4. Sonata-allegro form is the most important of basic classical 
forms. 
a. It is based on at least two principal, contrasting themes. 
b. It is typically the first, and often the last, movement form 

of a multi-movement Classical Era composition. 
c. All nine of Beethoven’s symphonies begin with sonata-

allegro (or sonata form) movements. 
d. The four main sections of a sonata-allegro form 

movement. 
1. Exposition: This section introduces the main themes. 

a. Theme 1 is typically more lively and dramatic. 
b. Musical Example: Beethoven’s Symphony No. 

1, movement 1, theme 1. 
c. Theme 2 is typically gentler, more lyrical, and in 

a new key. 
d. Musical Example: Beethoven’s Symphony No. 

1, movement 1, theme 2. 
e. The exposition ends with a cadence. This is a set 

of harmonies that brings the section to a close. 
2. Development: In this section the themes are 

developed, extended, fragmented, and freely altered. 
3. Recapitulation: In this section the themes return in 

their original order, but with important changes 
relative to the exposition. Theme 2 returns in the 
tonic (home) key. 

4. Musical examples: Beethoven’s Symphony No. 1, 
movement 1, theme 1 recapitulation and theme 2 
recapitulation. 

5. Coda: This is closing music. 
 Note: Classical musical forms and the classical 

symphony are discussed in length in Professor 
Greenberg’s Teaching Company series entitled: How 
to Listen to and Understand Great Music, Lectures 
18 26. 

IV. Beethoven’s Symphony No. 1 in C Major, Op. 21: analysis with 
references to the WordScore Guide  and musical examples. 
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A. Movement 1: sonata-allegro form. 
1. Analysis of the introduction. 

a. Musical Example: introduction to movement 1. 
b. This introduction is a stately, French Overture-like piece 

of music that is, on the surface, genuinely Haydnesque. 
c. Musical Example: introduction to Haydn’s Symphony 

No. 88 of 1788. 
d. Unlike a typical Classical Era introduction, Beethoven’s 

introduction to Symphony No. 1 is filled with harmonic 
ambiguity, tension, and instability.  

e. Beethoven’s introduction is not merely introductory, but it 
will play an important structural role in the body of the 
movement. 

f. Musical example: introduction to Symphony No. 1. As 
we can now clearly see, in the context of a typical 
classical introduction, Beethoven’s introduction is 
audacious enough to justify the critical reception accorded 
it at its premiere. It is something that Haydn would not 
have written. 

2. Theme 1, theme 2, development, recapitulation and coda are 
discussed with reference to the Wordscore Guide  and using 
musical examples throughout.  

3. Theme 1. 
a. This is a lively, triadic theme. A triad is the basic three-

note harmony that defines a key. In the key of C Major, 
the main key of Beethoven’s Symphony No. 1, the three 
notes of the triad are C-E-G. 

b. Typical of so many of Beethoven’s sonata-allegro themes, 
theme 1 is constructed of small motives, simple almost to 
the point of banality. They constitute the building blocks 
of Beethoven’s development section.  

c. We can now see that the dissonant, unstable harmonies of 
the introduction to movement 1 are drawn from the 
harmonic profile of theme 1. 

d. Quintessentially Beethovenian are the rhythmic 
compressions that drive the music forward and generate 
momentum. 

4. Theme 2. 
a. This is a contrasting, gentle, and lyrical theme. 
b. It is based on motivic elements first heard in theme 1. 
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5. Development. 
a. The development section is in five parts. 
b. It is traditional and classical in its limited dramatic scope.  
c. It is built almost entirely using sequences. A sequence is 

the repetition of a motive at different pitch levels. 
d. Note how brilliantly Beethoven maneuvers his way from 

the remote key of A minor back to the tonic key of C 
major in the last section of this development. He does it 
with just a handful of well-chosen notes. 

6. Recapitulation. 
a. This section brings back the two main themes. 
b. It takes the material of the introduction to movement 1, 

unites it with theme 1 and develops this new material. 
c. Theme 2 returns, as expected, in the tonic key of C Major. 

7. Coda: This is vigorous and quite long. 
B. Movement 2. 

1. This movement is in sonata-allegro form, with some 
fascinating rhythmic twists and gentle lyricism.  

2. This movement is most notable for its resemblance to the 
second movement of Mozart’s G Minor Symphony, K. 550. 

3. Musical example: comparison of Beethoven’s Symphony No. 
1, movement 2 with Mozart’s Symphony in G Minor, K. 550, 
movement 2. 

C. Movement 4, sonata-allegro form 
1. This movement is sparkling and playful in mood. 
2. It is fully within the spirit of a Haydn symphonic finale. 
3. Musical example: comparison of Beethoven’s Symphony No. 

1, movement 4, with Haydn’s Symphony No. 88, movement 4. 
D. Movement 3, minuet and trio form. 

1. This is the most original movement in the symphony. 
2. Minuet: background. 

a. The minuet is a dance of French origin. 
b. It is a stately three-step of moderate tempo. 
c. It is the only Baroque Era dance to survive into the 

instrumental music of the Classical Era. 
d. The Classical Era minuet and trio movements typically 

retain the dance-like spirit of their baroque antecedents. 
e. They also typically retain the formulaic structures of their 

baroque antecedents. 
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f. Musical example: Haydn’s Symphony No. 88, opening 
bars of the Minuet (movement 3), compared with 
Beethoven’s Symphony No. 1, Minuet (movement 3). 

3. Beethoven’s minuet does not retain the spirit of the elegant 
classical dance. 

4. The formulaic, courtly minuet and trio is to be the first 
“victim” of Beethoven’s conviction that musical form must be 
used contextually, not dogmatically. 

V. Conclusions. 
A. Despite its obvious debt to Haydn and Mozart, Beethoven’s 

Symphony No. 1 displays extraordinary and mature integration of 
musical materials. Three, of many, examples are: 
1. The integration of the introduction to movement 1 in theme 1. 
2. The careful transformation of simple motives into new-

sounding elements, e.g.: motive 3 of theme 1 becomes the 
great bulk of theme 2 in movement 1. 

3. The adaptation of the movement 1 recapitulation into the 
minuet theme of movement 3. 

B. The symphony well displays Beethoven’s bawdy sense of humor 
and his zero tolerance of the stately world conjured up by the 
minuet. 

C. The symphony displays a visceral, rhythmic intensity that is very 
much Beethoven’s own. 
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Lectures Seven–Eight 
Symphony No. 2—Beethoven at the Edge, I-II 

 
Scope: Lectures Seven and Eight analyze Symphony No. 2 of 1802. We 

see how this symphony pushed beyond the normal confines of the 
classical style to herald a heroic style that Beethoven fully realized 
in his Third Symphony. Also discussed is the Heiligenstadt 
Testament. Written in the same year as Symphony No. 2, the 
Testament is evidence of a major crisis in Beethoven’s personal 
life as he realized he was going deaf. The extent to which 
Beethoven’s development as a composer was affected by his fight 
with deafness is a crucial question to consider. These lectures 
suggest that Beethoven’s immense originality and power as a 
composer owe a huge debt to his struggle with deafness. 

 
Outline 

I. Heiligenstadt Testament. 
A. This document was written in 1802 and found among Beethoven’s 

papers after his death in 1827. 
B. The Testament is part apology, last will and testament, suicide 

note, and rant and rave against God and mankind. 
C. The Testament was written as a catharsis Beethoven’s need to 

catalog his despair over his hearing loss. 
D. The Testament was also notable for Beethoven’s inability to write 

his brother Johann’s name. Beethoven so loathed his father, Johann 
Sr., that he could not bring himself to use the name Johann. He 
preferred, instead, to leave a blank space when the name would 
clearly be called for. 

II. Beethoven’s hearing. 
A. The modern conception of Beethoven’s early and profound 

deafness is inaccurate. 
1. Beethoven’s hearing was variable, sometimes even normal, as 

late as 1808. 
2. His hearing took a precipitous turn for the worse in 1812. 

B. Beethoven’s deafness. 
1. 1814: Beethoven gave his last public performance as a pianist. 
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2. 1816: He began using an ear trumpet. 
3. 1818: The first conversation books were written. 
4. As late as 1822 Beethoven was still trying to conduct. 
5. 1824: Beethoven was totally deaf in his right ear and had 

slight hearing in his left. 
C. Did Beethoven become a different composer because of the 

spiritual and physical isolation he suffered due to his hearing loss? 
Did he change because of the adversity he felt he had to conquer? 

D. Beethoven’s ability to conquer adversity through his music is well 
demonstrated by his brilliant Second Symphony, composed during 
the period of crisis capped by the Heiligenstadt Testament. 

III. Symphony No. 2 in D Major, Op. 36 (1802): analysis with reference to 
the WordScore Guide  and musical examples. 
A. Movement 1: sonata-allegro form. 

1. Introduction. 
a. This is a lengthy, expressively rich four-part introduction. 
b. It is reminiscent of a French Overture, characterized by a 

grandiose, slow theme based on a dotted rhythm with 
sweeping scales. 

c. Part 3 of the introduction clearly evokes a French 
Overture. 

d. Part 4 of the introduction anticipates theme 1 of 
Symphony No. 9, 22 years in the future. This dramatic 
music will be revisited during the otherwise bright D 
major movement. 

e. Musical example: comparison of the introduction to 
Symphony No. 2 with theme 1 of Symphony No. 9, which 
is also in the key of D. There are, in fact, many 
correlations between these two works. 

f. Part 4 of the introduction is a transition to theme 1. 
2. Exposition, theme 1. 

a. This is an energetic, effervescent theme based on nothing 
more than an embellished D major triad. 

b. As a triadic, straightforward, motivic theme it is typically 
Beethovenian. 

c. Music examples: Symphony No. 2, movement 1, theme 1. 
d. The brief but violent shift to the key of D minor at the end 

of theme 1 is not characteristic of the classical style, but 
absolutely characteristic of Beethoven. 
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Music example: D minor passage at the end of theme 1. 
e. This passage does not reappear in the recapitulation. 
f. Theme 1 dominates the development section and the 

coda. 
3. Theme 2, in two parts. 

a. Part 1 is a delightful, march-like, triadic melody. 
b. Musical example of theme 2, part 1. 
c. Part 2 is a more dramatic phrase based on a motive drawn 

originally from theme 1. 
d. Musical example: theme 2, part 2. 
e. Musical example of the entire theme 2. 

4. Cadence: Instead of the expected cadence material, a series of 
theme 1 motives appears to serve as a transition to the 
cadence. 

5. Exposition: conclusion. 
a. The exposition displays a tremendous variety of moods 

and music as well as extraordinary rhythmic energy. 
b. Musical example: themes 1 and 2. 

6. Development. 
a. The development section is in eight parts. 
b. The thematic is mainly derived from theme 1. 
c. Musical example of the development, part 2. 
d. Musical example of the development, part 4. 
e. Musical example of the development, parts 1 5. 
f. The development, parts 6 8, focuses on motivic elements 

of theme 2. 
g. Musical example: development, parts 6 8. 

7. Coda, in six parts. 
a. The coda balances the lengthy introduction. 
b. It builds to a powerful and invigorating conclusion. 

8. Conclusion. 
 This movement exhibits a scope, a degree of contrast and a 

rhythmic physicality that take it to the outer edge of the 
classical style. 

B. Movement 2, sonata-allegro form. 
1. This is a rich, lyric, and glowing movement. 
2. It is firmly within the tradition of the melodically rich gallant 

style of classicism. 
C. Movement 3, Scherzo. 
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1. Beethoven’s destruction of the classical minuet and trio is 
complete. 

2. Beethoven calls this movement a “scherzo.” 
a. The term—in use since the 1600s—literally means “I’m 

joking,” or simply “joke.” 
b. Beethoven used this genre from here on (except in 

Symphony No. 8) to replace the minuet. 
c. Musical example: opening of the Scherzo. 
d. Beethoven’s scherzi are typically fast to very fast. 

Although they often follow the formal outline of a minuet 
and trio, they have nothing to do with the courtly mood of 
the minuet. 

3. Analysis of the Scherzo. 
a. The first part of the scherzo is based on a 3-note motive 

derived from the opening motive of theme 1, movement 
2. 

b. Its second part is a more tunefully conceived phrase. 
c. It is a very original, rhythmically innovative theme. 
d. Musical example: scherzo. 
e. The trio is a rustic tune, again based on short motives. 
f. Musical example: trio. 
g. Musical example: the thematic connections between the 

trio of Symphony No. 2 and the trio from Symphony No. 
9 are compared. 

D. Brief respite. 
1. Beethoven’s Symphony No. 2 is among the longest 

symphonies written up to this time. 
2. The symphony initially received mixed reviews. 

E. Movement 4, sonata-allegro form. 
1. Theme 1. 

a. This is a weird, comic, and completely unconventional 
theme. 

b. Musical example: movement 4, theme 1. 
c. This theme has been understood, almost from the 

beginning, as representing Beethoven’s particular 
gastrointestinal problems. 

d. Musical example: theme 1 in its entirety. 
2. Transition/bridge theme and theme 2. 

a. These are more conventional, lyrical melodies. 
b. Musical example: transition/bridge theme. 
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c. Theme 2 is a playful dialogue between winds and violins. 
d. Musical example: theme 2. 
e. Lyricism notwithstanding, this section is “about” theme 1. 

3. Development. 
a. This section focuses on the comic aspects of theme 1. 
b. It is in six parts. 
c. Musical Example: development section, parts 1 6. 
d. This is marvelous, comic, and engaging music. 

4. Coda, in nine parts. 
a. Coda means “tail.” This is a series of final cadences 

bringing movement 4 to its conclusion.  
b. This coda is lengthy. Beethoven’s codas are getting 

longer. 
c. It is filled with his ingeniously varied moods, musical 

variety, and tremendous rhythmic vitality. 
d. Musical Example: coda in its entirety. 
e. It is hard to believe that this brilliant movement was 

written at the same time as the Heiligenstadt Testament. 

IV. Conclusions. 
A. Beethoven’s Symphony No. 2 exists at the outer edge of the 

classical style. 
B. In his next symphony, Symphony No. 3 (“Eroica”), Beethoven will 

break forever with the expressive restraint of classicism and take 
the entire Western musical establishment into a new era. 
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Lectures Nine–Twelve 
Symphony No. 3—The “New Path”— 

Heroism and Self-Expression, I–IV 
 
Scope: Lectures Nine through Twelve focus on Symphony No. 3, known 

as the “Eroica” Symphony. This is the key work in Beethoven’s 
composi-tional revolution, which was brought about by the 
psychological crisis of 1802 when the composer realized that he 
was going deaf. Beethoven’s struggle to come to terms with his 
disability seems to have raised him to a new level of creativity. His 
personal crisis served as a catalyst for the “new path” that he 
would forge in his development as a composer. Symphony No. 3 
parallels Beethoven’s own life in its heroic battle with and ultimate 
triumph over adversity. The symphony’s historical debt to 
Napoleon Bonaparte and the myth of Prometheus is discussed 
before we proceed to an in-depth analysis of the symphony. 

 
Outline 

I. Introduction.  
A. Beethoven composed the bulk of his third symphony in 1803. 
B. The third symphony is the key work in Beethoven’s musical 

revolution, a revolution brought about by the crisis that was 
precipitated by his seemingly incurable hearing problem. 

C. Gestation of Symphony No. 3: what we know and do not know. 
1. We know that Beethoven had ambivalent feelings about 

Napoleon. 
2. We know that in 1803 Beethoven was considering a move to 

Paris and felt that by entitling his third symphony “Bonaparte” 
he could ease his way into Parisian musical society. 

3. We know that Beethoven revoked the dedication and chose to 
remain in Vienna. 

4. We suspect that the image of Napoleon was used by 
Beethoven as part of his inspiration in writing a symphony 
about a heroic/mythic character battling adversity and 
emerging triumphant. 

5. More important than Napoleon was the image of the mythic 
hero, Prometheus, a symbol of resistance against arbitrary 
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authority and, by extension, of the plight of the unappreciated 
artist. 
a. Beethoven’s ballet The Creatures of Prometheus was 

composed in 1801. 
b. The dramatic and symbolic elements of Beethoven’s 

Prometheus ballet struggle, death, rebirth and 
apotheosis become the essential dramatic elements of 
the third symphony. 

6. Most important was Beethoven’s personal identification with 
the image of the hero struggling against adversity. 

II. Symphony No. 3 in E Flat Major, Op. 55, movement 1, sonata-allegro 
form: analysis with reference to the WordScore Guide  and musical 
examples. 
A. Introduction: Two riveting E flat major chords establish the tonic 

key and a royal, macho mood. 
B. Theme 1 is a theme of great complexity and expressive breadth 

that represents the heroic image. The subsequent themes in this 
movement all grow out of one or another of the aspects of theme 1, 
which is composed of two basic elements: phrases a and b. 
1. Phrase a consists of two contrasting elements: 

a. A triadic opening. (A triad is the fundamental three-note 
harmony that establishes a key.) 

b. A descending step motive. (A motive is a short group of 
notes that may, or may not, be part of a larger theme.) The 
descent adds a dissonance, suggestive of darker emotions. 

2. Phrase a¹ develops the triadic element of phrase a. Beethoven 
has already begun to develop his theme in the exposition using 
the technique of sequence. A sequence is the repetition of a 
motive at different pitch levels. 

3. Phrase b is a development of the triadic element of phrase a, 
now rhythmically altered by a hemiola. A hemiola is a pattern 
of new accents that momentarily seems to change the existing 
meter, frequently from triple to duple meter. It creates 
rhythmic ambiguity thereby serving to heighten tension and 
increase momentum. Hemiolas were a real challenge to 18th-
century musicians, who were used to the much simpler 
rhythms of Classical Era style. They play a major role in 
Beethoven’s heroic compositional style. 

4. Phrase a² is triumphant and magnificent. 
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5. All the themes of movement 1 and its development grow out 
of three aspects of theme 1: 
a. The triadic element. 
b. The descending steps. 
c. The hemiola. 

C. Theme 2 is in two parts. 
1. Part 1 is gentle and lyrical and based on the descending step 

motive of theme 1, which it develops through a series of ever-
widening intervals. It appears directly out of the end of theme 
1 without any intervening bridge passage. 

2. Part 2 is a gentle, rising melody, itself an inversion of the 
descending step motive of theme 1. 

D. Theme 3 is a tender, harmonically conceived theme grown from 
the triadic opening of theme 1. Beethoven is breaking the classical 
mold with his introduction of more than two main themes. This 
movement alone is as long as some Classical Era symphonies in 
their entirety. 

E. The cadence theme (theme 4) is triumphant and heroic. It too has 
grown from the triadic opening of theme 1. It is in five parts. 
1. Part 1 is a martial-like triadic theme marked by syncopations. 

(Syncopation is the disruption of the existing rhythm by 
accents that appear where they are not expected.) 

2. Part 2 is a rising sequence in the strings, marked by a hemiola. 
3. Part 3 is an attempt to “right” the rhythm with a three-note 

step descent. It does not work, and the music breaks down into 
a series of two-chord descending units that fragment further 
into a single chord. 

4. Part 4 is a rising triadic motive from theme 1. 
5. Part 5 is a brief, mysterious version of the theme 1 opening. 
6. This cadence is not typical of its kind. It is almost 

developmental. Far from providing a satisfying conclusion to 
the exposition, it brings harmonic dissonance and rhythmic 
disruption into play. 

F. The transition passage (theme 5) that appears between theme 2 and 
theme 3 behaves harmonically like the modulating bridge that 
should have (according to Classical Era rules) but did not occur 
between themes 1 and 2. It is characterized by descending motives 
with a “hoofbeat” rhythm. 

70



©1996, 1998 The Teaching Company. 

G. The entire exposition section is revolutionary in its length and its 
disregard for established classical rules of musical form, harmony, 
and rhythm. Nothing like it had been done before and very little 
like it has been done since. 

H. The development section is in 12 parts. 
1. This is the romantic core of the movement. The development 

can be seen as a struggle against the self, a spiritual struggle 
contained within the soul of the hero.  

2. The gut-wrenching climax of this struggle comes in part 7 of 
the development section. This is brutal music, full of 
dissonance and modal and rhythmic ambiguity. By stretching 
a nine-measure progression to 36 measures that repeat the 
most dissonant harmonies available to him without resolving 
them, and by using hemiolas, Beethoven manages to obliterate 
our sense of tonic, beat, and meter. A contemporary audience, 
accustomed to dissonance on a daily basis, may not appreciate 
its brutality, but the symphony’s 18th-century audience would 
have found it shocking and deeply disturbing. 

3. Parts 1 6 constitute a long and varied buildup to the trauma 
that is part 7. 
a. Part 1 extends the brief, mysterious version of theme 1 

heard at the end of the exposition. 
b. Part 2 brings back theme 2. 
c. Part 3 introduces a minor-mode sequence of the theme 1 

opening accompanied by shivering strings. 
d. Part 4 juxtaposes the theme 1 sequence rising in the bass 

with the “hoofbeat” motives galloping above it. 
e. Part 5 quietly brings back theme 2, part 1. 
f. Part 6 is the beginning of a dramatic fugue, based on the 

“hoofbeat” rhythm of part 4. It is brutally cut off by part 
7, the development part from hell described above. 

4. Part 8 (theme 6) is a new-sounding theme of pain and 
remembrance. In actuality it is a counterpoint to the triadic 
element of theme 1. (It is harmonically related to the triadic 
element of theme 1.) 

5. Parts 9 12 leave the struggle behind as the recapitulation 
approaches. A distant horn presages the opening of theme 1. 

I. Recapitulation. 
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1. The dissonant C sharp of the descending step motive of theme 
1 now resolves to a C natural, instantly relieving the theme of 
the dark tint it exhibited in the exposition.  

2. Theme 1 proceeds without the rhythmically ambiguous phrase 
b.  

3. The remainder of the recapitulation proceeds according to the 
regular classical format with the reappearance of themes 2 and 
3 and the cadence material parts 1 5. 

J. The coda is in eight parts. It is a development of the development 
section. Darkness is banished and triumph reigns supreme. 
1. In part 1 the triadic opening of theme 1 is heard three times in 

three subsequent keys, the keys outlining the descending step 
motive E flat D flat C. To Beethoven’s contemporary 
audience this is an outlandishly crude harmonic sequence. Its 
purpose is to tie together the dissonant C sharp (D flat) of 
theme 1 in the exposition with the C natural of theme 1 in the 
recapitulation.  

2. In part 2 the theme 1 sequence is accompanied by a melody 
derived from the fugue subject (part 6 of the development). 

3. In part 3 the “new theme” from the development reappears for 
a necessary thematic recapitulation. 

4. Part 4 focuses on the melody derived from the fugue subject. 
5. Parts 5 7 focus on returns of themes 1 and 2. 
6. In Part 8 a series of syncopated chords create one last hemiola. 

Three detached E flat major tonic chords end the movement as 
it began. 

K. Conclusion: This movement is a metaphor for Beethoven’s 
progression to self-awareness and control of his own destiny. 

III. Beethoven’s compositional innovations are: 
A. Music must be a vehicle for self-expression. It is not a decorative 

art. It is not just for the cognoscenti or even the middle class. 
B. Classical forms can and should be adapted to fit the particular 

context of the composition. 
C. Motivic development is a basic compositional technique. 
D. Rhythm and rhythmic manipulation is raised to a level of thematic 

and developmental importance. 
E. Movements form a dramatic progression, as acts in a play. 
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IV. Movement 2 (Marche funèbre). 
A. For whom does this funeral march toll? 

1. For Napoleon? This is unlikely because Beethoven wrote 
movement 2 before he fell out with Napoleon. 

2. Because of the rumored death of Lord Nelson? This idea, 
propounded 49 years after the piece was written, is also 
unlikely. 

3. For the war dead? Again an unlikely idea since the Napoleonic 
wars had not really begun in earnest at this point. 

4. Does the overall dramatic progression of the movements of the 
“Eroica” describe: 
a. Beethoven’s own life and struggles? 
b. A universal depiction of life, struggle, and apotheosis? 

5. Specifics aside, the Marche funèbre addresses itself generally 
to the subjects of heroism, sacrifice, and mourning. 

B. Funeral march theme. 
1. The movement begins without an introduction. 
2. The theme consists of two phrases. Phrase a is a dismal and 

deeply pained theme in C minor. Phrase b is a broad, lyrical 
and brighter melody in E flat major. 

3. The drum roll typical of a funeral march is supplied by the 
contrabasses. Beethoven did not have the requisite snare drum 
available. Moreover, he needed a specific pitch, something the 
snare drum would not have provided.  

4. The theme, and the movement in general, owes a debt to 
French Republican band models.  

 Musical example: François Gossec’s Marche lugubre. 
C. Analysis of the movement in five large parts. 

1. Part 1 introduces the two-phrase funeral theme, played twice. 
2. Part 2 introduces the contrasting “Redemption” theme. 
3. Part 3: 

a. The dismal funeral theme returns. 
b. A dramatic fugue develops. Its subject is based on the 

funeral theme’s Phrase b. This use of a baroque form 
gives the movement an unexpected twist.  

c. The fugue’s polyphony solidifies into a series of dissonant 
chords and the funeral theme returns for highly dramatic 
treatment evoking a terrifying vision of the final 
judgment. 
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4. Part 4 is a recapitulation of the funeral theme. It ends with a 
deceptive cadence that unexpectedly redirects the music to A 
flat major! 

5. Part 5 is a five-part coda that brings back the “Redemption” 
theme, before a final anguished, fragmented version of the 
funeral march. 

V. Movement 3, scherzo. 
A. The scherzo offers a stunning contrast with the preceding funeral 

march. 
B. Scherzo 1: allegro vivace. 

1. Chattering introductory music precedes the main theme. 
2. The scherzo theme (phrase a) itself is a charming, quirky tune 

heard initially in the oboe. It seems to be searching for a home 
(tonic) key. 

3. A celebratory arrival of the theme in E flat major is followed 
by an exuberant, syncopated E flat major arpeggio (phrase b) 
derived from theme 1, movement 1. 

4. Scherzo 1 is repeated. 
C. Trio. 

1. This is initially scored for three horns and accompanimental 
strings (phrase c). 

2. Phrase d introduces a simple, almost rustic “long-short” 
rhythm. 

3. This rustic phrase is repeated. 
D. Scherzo 2. 

1. This is similar to scherzo 1, until the E flat major arpeggio 
returns and then appears in a surprising and exhilarating duple 
meter. Again, we see how Beethoven uses rhythm to create a 
great narrative development. 

2. The coda is a brief and explosive conclusion. 

VI. Movement 4, quasi-variations. 
A. The fourth movement has been controversial since the premiere of 

the symphony. Its comic, often slapstick character has, for many, 
made it an inappropriate conclusion for this otherwise heroic 
symphony. 

B. Introduction. 
1. Blaring, dramatic opening appears to signal an event of great 

importance. 
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2. Instead, a silly, mousy little tune emerges. 
3. This theme (in the strings) indulges in a strange and comic 

dialogue with the rest of the orchestra. 
4. The theme appears twice more. Despite its cuteness, this 

theme does not sound substantial enough to carry the 
movement, which, as of yet, has not “gotten off the ground.” 

C. Master theme (the truth is revealed). 
1. The theme of the introduction reveals itself to be the bass line 

for an infinitely more interesting theme that now makes its 
appearance. 

2. Beethoven’s game plan for the remainder of the movement: 
a. The master theme returns periodically, each time varied. 
b. The bass theme (introduction theme) continues to assert 

itself on the movement, only to be humorously brushed 
aside by the various returns of the master theme. 

c. The bass theme initiates what at first appears to be a 
substantial fugue. 

d. This fugue is obliterated by the master theme. 
e. The bass theme returns in the low strings for a march 

section. 
f. Again the master theme returns to deflate the intentions of 

the bass theme. 
g. Ultimately reconciled, the master theme and the bass 

theme appear together in a double fugue (a fugue with 
two subjects and one of the most complex of all baroque 
forms). 

h. The master theme returns in a third and fourth variation. 
i. The movement ends with a six-part coda that brings back 

the grand, fanfarish introduction to the movement in part 4. 
Now it leads to a thrilling conclusion in which the E flat 
major chords from movement 1 appear in extended form. 

VII. Conclusion.  
A. Symphony No. 3 marks Beethoven’s coming of age. Upon it he 

built the whole of his subsequent output. 
B. A conversation between Christian Kuffner, a poet, and Beethoven: 
C. Kuffner: “Tell me, frankly, which is your favourite among your 

symphonies?” 
D. Beethoven: “Eh! Eh! the ‘Eroica.’” (Summer, 1817) 
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Lectures Thirteen–Sixteen 
Symphony No. 4—Consolidation 

of the New Aesthetic, I–IV 
 
Scope: Lectures Thirteen through Sixteen examine Symphony No. 4 in the 

context of contemporary historical events and in its relationship to 
opera buffa. Symphony No. 4 is the least known and most 
infrequently heard of Beethoven’s symphonies. We see how it 
represents a modest but not major return to a more classical 
structure. Indeed, its traditional framework is filled with 
iconoclastic rhythms and harmonies and characteristic motivic 
developments that clearly mark it as a product of Beethoven’s 
post-“Eroica” period. 

 
Outline 

I. Background. 
A. Beethoven stopped work on what we now know as the Fifth 

Symphony to compose the Fourth Symphony for Count 
Oppersdorff. Count Oppersdorff admired Beethoven’s Second 
Symphony and commissioned another from him. 

B. Beethoven’s Symphony No. 4 represents, for practical reasons, a 
return to a more classically oriented symphony. 

II. Symphonic chronology. 
A. The earliest sketches of Symphony No. 5 date to 1804. 
B. Symphony No. 4. 

1. In 1806 Beethoven interrupts work on the Fifth Symphony to 
compose the Fourth. 

2. The Fourth Symphony is premiered in March 1807. 
3. It is published as Op. 60. 

C. Symphony No. 5. 
1. Beethoven returns to it and completes it in early 1808. 
2. Symphony No. 5 is premiered on December 22, 1808. 
3. It is published as Op. 67. 

D. Symphony No. 6. 
1. This work was begun in early 1808, overlapping with the 

completion of Symphony No. 5. 

102



©1996, 1998 The Teaching Company. 

2. It was completed in late 1808. 
3. It was premiered on December 22, 1808. 
4. It was published as Op. 68. 

E. Essentially, then, the Fourth and Fifth Symphonies are concurrent; 
the Fifth and Sixth are consecutive. 

F. No sketches are extant of the Fourth Symphony. Despite the great 
surface differences between them, the Fifth and Fourth 
Symphonies bear many striking similarities and it has been 
suggested that the Fifth was itself the sketch for the Fourth 
Symphony.  

 Musical Comparison: The opening moments of Symphony No. 4 
are compared thematically with the opening of Symphony No. 5. 

G. Structural similarities aside, the Fourth and Fifth Symphonies are 
worlds apart expressively, despite their concurrent creation. This 
fact is a warning to any who try to tie too closely Beethoven’s day-
to-day life with his music. Another example of two works that 
were written back to back, but are very different from each other, 
is Mozart’s Symphony No. 40 in G Minor and his “Jupiter” 
Symphony No. 41 (musical example). This should warn us not to 
over-biographize a composer’s life into his music.  

III. Symphony No. 4 in B Flat Major, Op. 60, movement 1, sonata-allegro 
form: analysis with references to the WordScore Guide™ and musical 
examples. 
A. Introduction. 

1. The mood is mysterious and magical and goes far beyond the 
Haydn-inspired introductions of the First and Second 
Symphonies. 

 Musical Comparison: Beethoven’s introduction is compared 
with the opening moments of: 
a. Stravinsky’s Firebird (1910) a magical, enchanted 

forest. 
b. Von Weber’s Der Freischutz, Wolf’s Glen scene an 

evil, haunted forest. 
2. The structure is in three large parts. 

a. Part 1 has a B flat minor sound, with an emphasis on G 
Flat. This is an unexpected key in which to start. We are 
again in a Beethovenian world of harmonic ambiguity. 
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 Musical Comparison: The opening of Beethoven’s 
Fourth Symphony is compared with the opening of 
Mahler’s First Symphony. 

b. Part 2 is in B flat minor and B minor, with the emphasis 
on the pitch of G flat/F sharp. 

c. Part 3 is a long harmonic progression that finally delivers 
the music to where it should be, the dominant of B flat 
major. The long mysterious and harmonically ambiguous 
introduction comes to a close. 

B. Exposition, theme 1. 
1. Phrases a and a¹. 

a. A vivacious opening exhibits a classically oriented phrase 
structure and melodic devices. The main theme has two 
elements: a “masculine” descending arpeggio-type 
melody derived from the introduction to movement 1 and 
a “feminine” descending scale. 

 Musical Comparison: Beethoven’s theme is compared 
with Mozart’s “Jupiter” Symphony, movement 1, theme 
1. 

2. Phrase b. 
a. This is a “trilly,” opera buffa-like theme very much within 

the parameters of the classical tradition. 
 Musical Comparison: Beethoven’s theme is compared 

with Mozart’s Overture to The Marriage of Figaro. 
3. Theme 1 in the recapitulation section to come is highly 

compressed and does not repeat in its entirety. 
4. Theme 1 provides all the material for the movement 1 coda, 

which is brilliant and brief. The coda is a Classical Era 
invention. The Classical Era wanted big, rhetorical endings 
that hammer the point home. Beethoven’s codas become 
increasingly more massive. However, in Symphony No. 4 they 
are short. 

C. Theme group 2. 
1. Part 1 is a graceful and sprightly phrase, a compressed version 

of the mysterious, descending thirds at the start of the 
introduction to movement 1. So now we can see the relevance 
of the introduction to the first movement. 

2. Part 2 is a gentle, rustic canon between clarinet and bassoon. 
D. Cadence material. 
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 There is nothing classical about this passage. It is full of explosive 
contrasts and dissonance. 

E. Development section in six parts. The development explores the 
mysterious mood and distant harmonic areas of the introduction to 
this movement. 
1. Parts 1 3 represent a harmonic jungle, where the tonic key (B 

flat major) is lost through a slowing moving series of 
harmonies, and then found. 

2. Parts 4 6 lose the key center again and find it again! 
Beethoven does this by means of a harmonic device known as 
a German sixth. This is a slick way to move to remote keys 
very fast. 

F. The development section is an expansion of the same ideas as in 
the introduction to movement 1, but taken to a much greater degree 
of harmonic “lostness.” There are few symphonies where the 
resolutions of these harmonically ambiguous passages provide 
such a satisfying sense of arrival. 

IV. Movement 2, quasi-sonata-allegro form. 
A. This is one of the more interesting slow movements written by 

Beethoven.  
B. It opens with an introduction comprised of a horn-call ostinato that 

gives the music a sense of rhythmic edge. An ostinato is a motive 
that is repeated over and over and over again. This is not a typical 
classical slow movement with its march-like evocation. This 
introduction returns in the recapitulation section in a highly 
elaborated version. 

C. Theme 1 is a lush, almost operatic theme of great motivic and 
rhythmic variety. 

D. Theme 2 is a sweet, operatic melody heard initially in the clarinet. 
It has, however, a rather strange, pointillistic accompaniment. 

E. The development section has four parts: 
1. Parts 1 and 2 begin lyrically, but rapidly plunge into a 

despairing and tragic descent. 
2. Parts 3 and 4 see the halt of the despairing descent as the 

music eventually turns back toward the home key of E flat 
major. 

3. Early musicologists believed the development section to have 
been inspired by thoughts of the “immortal beloved.” We now 
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know that the “immortal beloved” episode came much later in 
Beethoven’s life.  

F. Brief digression: enharmonic pitches. Enharmonic pitches are 
pitches that are spelled differently but have the same note in 
common, for example, D flat and C sharp. It depends on what key 
the music is in as to how the pitch is designated. 

G. Recapitulation. 
1. Coda: This is a seemingly peaceful and serene conclusion to 

movement 2, and yet Beethoven zaps us with a fortissimo tutti 
(passage for the full orchestra) right before the last measure. 
What is the effect of the ending of this coda? It hints at 
something unusual to come. 

V. Movement 3, minuet and trio form. 
A. Beethoven calls this movement Minuet and Trio, although he goes 

out of his way to abuse the melodic and harmonic conventions of 
minuet and trio form! 
1. Beethoven’s minuet pulverizes the moderate triple meter of 

the traditional minuet. 
2. The traditional second phrase of a minuet theme tended to be 

more harmonically interesting. However, Beethoven’s use of 
unharmonized diminished arpeggios pushes this idea to 
extremes as it creates a strange and ambiguous melodic 
surface. 

3. The minuet theme is a rhythmically very innovative inversion 
of the masculine portion of theme 1 of movement 1. 

B. Trio. 
1. This is probably the most traditional example of the trio genre, 

which commonly evokes a village band. 
 Musical examples: Haydn’s Symphony No. 88 in G Major, 

movement 3, trio; Mozart’s Symphony No. 39 in E Flat Major, 
movement 3, trio; Beethoven’s Symphony No. 6 in F Major, 
movement 3 

C. This minuet and trio is on a large scale. It is a double minuet and 
trio. The structure is A, B, A¹, B, A². 

VI. Movement 4, sonata-allegro form. 
A. This movement is written in the style of an opera buffa overture. 
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 Musical Comparison: The opening of Beethoven’s Fourth 
symphony, movement 4, is compared with the opening of Mozart’s 
Overture to “The Marriage of Figaro.” 

B. Theme 1. 
1. Part 1 is not so much a tune as two brief, four-note motives 

that can and will be endlessly manipulated (motives A and B). 
They have the “trilly,” chattering momentum redolent of opera 
buffa themes. They will supply the great bulk of everything 
we hear in this movement.  

2. Parts 2 4 express engaging, high-speed music built from the 
opening motives. 

C. Theme 2. 
1. Phrases a and a¹ are village band-type music. 
2. Phrases b and c are filled with comic contrasts of all sorts, 

including dynamic extremes and contrasts between the whole 
orchestra (tutti) and instrumental sections. 

D. Cadence: The cadence marries the rhythm of theme 2, phrase a 
with the outline of motive b. 

E. The development section is in six parts and full of good-natured 
energy and comic contrasts. 
1. Twice in this section (parts 1 2 and parts 5 6) the music 

sounds as if it is building up to some momentous event and on 
each occasion the energy dies unexpectedly away. 

2. Note the devilishly difficult bassoon solo in measure 184, a 
favorite test at bassoon auditions. 

F. The recapitulation is full of comic contrasts and explosive energy. 
G. The coda is in four parts characterized by the ebb and flow pattern 

of dynamic energy: 
1. Parts 1 2 are furiously chattering. 
2. Parts 3 4 slow the pace. The exhausted orchestra slows to a 

crawl before one final, herculean burst of energy.  
VII. Conclusion. 

A. Beethoven’s Fourth Symphony is brilliant and comic. 
B. Although it is built along classical lines, it is, in its details and 

energy, very much post-“Eroica” Beethoven. If any of Beethoven’s 
contemporaries had written the Fourth Symphony, it would have 
been considered that composer’s best work. 
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Lectures Seventeen–Nineteen 
Symphony No. 5—The Expressive Ideal 

Fully Formed, I–III 
 
Scope: Lectures Seventeen through Nineteen focus on Symphony No. 5 

with references to its disastrous 1808 premiere and an in-depth 
analysis of the score. We see how Beethoven’s compositional 
progress fully matures in the musical and expressive content of 
Symphony No. 5, which is conceived as a vehicle for a drama in 
which light and hope triumph over the forces of darkness and 
despair. Beethoven is revealed as an extraordinary and 
unprecedented master of the art of developing entire movements 
from small, seemingly inconsequential motives. Symphony No. 5 
also shows him to have a revolutionary concept of rhythm as a 
narrative element in its own right and as a key factor in the 
generation of drama. We learn how Beethoven, now light years 
away from his Classical Era beginnings, has embraced 
romanticism in his own unique manner. 

 
Outline 

I. Introduction.  
A. The premiers of Beethoven’s Symphonies 5 and 6 were held in 

Vienna on December 22, 1808. 
B. The concert was beset by problems, many of them of Beethoven’s 

doing. 

II. Symphony No. 5 in C Minor, Op. 67, movement 1, sonata-allegro 
form: analysis with reference to the WordScore guide  and musical 
examples. 
A. Exposition. 

1. The “Statement of Purpose” is announced. This is an opening 
orchestral unison, intoning a repeated four-note motive, the 
so-called “fate” motive.  

2. Theme 1 is a theme of brutal rhythmic power and motivic 
simplicity; angry music, full of dark and deep emotions. 
a. Theme 1 is jagged, raw, and undecorated. It consists 

entirely of permutations of the four-note “fate” motive 
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and is filled with tension-generating pregnant pauses 
(fermata). 

b. The tonic key of C minor, a dark, tragic key of despair, is 
also very important in reinforcing the sense of tension. 

3. Theme 2 is a contrasting lyric, and initially gentle theme. It is 
heralded by a horn call based on and analogous to the opening 
“Statement of Purpose” and is accompanied by “fate” motives. 

4. An extraordinary process of motivic development is operative 
from the opening of the exposition to its conclusion, as the 
four-note “fate” motive is developed into an entirely new-
sounding series of thematic ideas.  

B. Development in five parts: The melodic/lyric growth of the 
exposition is crushed by harmonic dissonance and melodic 
fragmentation. 
1. In parts 1 3 there is a powerful return to the minor (F minor). 

Part 3 brings back two thunderous horn calls in the violins. 
2. In part 4 the horn call is progressively fragmented. The 

carefully nurtured motives of the exposition are dismembered 
until all that remains are single, isolated, pathetic “chords of 
despair.”  

3. Part 5 sees a brutal retransition that brings the dying 
movement back to life. 

C. Recapitulation. 
1. A suppressed theme 1 and an oboe cadenza remember the 

horrific events of the development. The “fate” motive is now 
without the power it had in the exposition.  

2. Incredibly and gloriously, theme 2 and the subsequent cadence 
material appear not in C minor (as we would expect in a 
Classical Era sonata-allegro movement) but in a triumphant C 
major! 

D. Coda in six parts: a development of the development section. 
1. In parts 1 3 the mode (key) returns to minor and the process 

of fragmentation that characterized the development section is 
here thrown into reverse, as new sounding thematic materials 
grow from the fragmented horn call. 

2. In part 4 a vigorous, dramatic, and entirely new-sounding 
march theme appears. In reality it is a further development of 
the fragmented horn call. 
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3. Parts 5 and 6 sound, respectively, like another retransition and 
another recapitulation. 

III. Movement 2, quasi-double variations form.  
A. This movement is designated “andante con moto” andante with 

motion. This implies that it is a dance, not a dirge! 
B. Its form is an extremely unorthodox version of double variations 

form. In fact, movement 2 is really two movements in one. It 
features two alternating themes. 
1. Theme A, a broad and beautiful theme in A flat major, is 

successively varied via elaboration. This movement is about 
the uplifting power of C major, as witnessed by 

2. Theme B, also a lyric theme. Theme B, initially in A flat 
major, is transformed into triumphant magnificence by the 
power of C major. 

C. Strict variational process breaks down about halfway through the 
movement. 

D. The coda ends the movement in A flat major, on a surprisingly 
vigorous and powerful note for an ostensibly lyric movement. 

E. The key of C major seems to be acting as a stimulant to energize 
theme A of this movement. 

IV. Movement 3, scherzo. 
A. Part 1, scherzo 1. 

1. It’s back!… C minor is back! Phrase a is an ominous, rising 
passage in C minor, that functions analogously to the 
“Statement of Purpose” of the first movement. 

2. Phrase b is a brutal, pounding theme (“Hunting Horns of 
Hades”) in the rhythm of the “fate” motive. C minor is back 
with a vengeance! 

B. Part 2, trio. 
1. Phrase c is a brilliant and farcical fugue-like passage that 

blows away the darkness of C minor. 
2. Phrase d is an exuberant, elephantine passage for the low 

strings that indulges in a bit of a finger exercise before 
ascending to an extended version of the fugue-like passage. 

C. Part 3, scherzo 2. No longer brutal, the scherzo is now a quiet, 
plucked, utterly deflated bit of C minor nastiness. It ends with a 
deceptive cadence. 
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D. The transition to movement 4 is a slow and extraordinary 
progression from darkness to light.   

V. Movement 4, sonata-allegro form. 
A. Exposition: Theme 1 appears in the full orchestra in C major. 
B. Development in six parts. 
C. Coda in seven parts. 

VI. For Beethoven the fifth crystallizes his mature compositional 
innovations: 
A. The practice of allowing the context to dictate the form. 
B. The use of motivic development as a fundamental technique. 
C. The concept of movements as steps in a dramatic progression 

(similar to acts in an opera or a play). 
D. The use of rhythm (divorced from melody) as a narrative element. 
E. The concept of music as self-expression. 
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Lectures Twenty–Twenty-Two 
Symphony No. 6—The Symphony as Program, I–III 

 
Scope: Lectures Twenty through Twenty-two discuss Symphony No. 6 as 

an example of pure expression, representative of Beethoven’s great 
love of nature and the countryside. We see how Beethoven 
elevated program music to heights it had not previously enjoyed, 
presaging the Romantic Era’s love affair with the genre. We 
examine how Symphony No. 6, as a symphony that depicts a story 
in musical terms as its movements progress, is as different from the 
Fifth and Seventh Symphonies as night from day.  

 
Outline 

I. Beethoven’s love of nature was well-documented. Like many 19th-
century artists, he felt inspired by nature. 

II. Instrumental compositions that use extensive extra-musical devices or 
tell a literary story in musical terms are called program compositions or 
tone poems. Beethoven’s Sixth Symphony is an example of a program 
symphony. What is remarkable about Beethoven’s Symphony No. 6 is 
not that it is programmatic but that a composer of genius chose to work 
within (and elevate by his example) a genre of music not generally 
favored by the best composers. 

III. Symphony No. 6 in F Major, Op. 68, movement 1, sonata-allegro form: 
analysis with references to the WordScore Guide  and musical 
examples. 
A. This movement is about the varied repetition of nature, portrayed 

by varied musical repetition, and the feelings it inspires. 
B. The Introduction begins with a musette-type open fifth drone 

accompaniment, followed by the entry of motives 1 and 2. In 
phrase a², motive 2 (inverted) is heard 13 times. 

C. Theme 1 is a simple, rustic theme that grows directly out of the 
introduction to this movement. Theme 2, connected to theme 1 by 
a modulating bridge passage, is a rustling, serene theme that is as 
much texture as it is a tune. 

D. Parts 1–11 of the development are based on varied repetition made 
interesting through sudden, shocking harmonic shifts. Parts 12–16 
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contain the only significant melodic development in the 
movement, based on the chorale-like melody from the introduction 
(phrase a¹). 

E. In parts 1–6 of the coda, triplets increasingly replace more sharply 
felt eighth and sixteenth notes as the movement winds down. Parts 
7–8 give us a preview of sorts, as we meet the village band of 
movement 3. 

IV. Movement 2, sonata-allegro form. 
A. Theme 1 is a sweet, leisurely, long-breadth theme of great calm 

and serenity. A triplet-filled “Brook Theme” accompanies theme 1. 
B. Theme 2 is another gentle, long-breadth theme in two parts. 
C. The cadence material is in two parts. Part 1 is a brief, rich 

polyphonic exploration of the opening of theme 2, part 2. Part 2 of 
the cadence is a brief evocation of theme 1. Part 1 of the cadence 
will appear as a refrain throughout the remainder of the movement. 

D. Birdcalls—in part 2 of the seven-part development we hear 
Schindler’s “giraffe-throated yellowhammer.” Part 2 of the coda 
features three woodwind cadenzas, each imitating a different bird. 

V. Movement 3 is about the idealized Enlightenment vision of the “happy 
peasant” as portrayed through three dances, each of which is repeated. 
A. Dance 1 is the longest of the three. Note the sudden and striking 

key change from F major to D major (measure 9) that mirrors the 
equally sudden change from G major to E major in the 
development section of the first movement. 

B. Dance 2 features a stylization of the village band at the Three 
Ravens, a favorite watering hole of Beethoven. 

C. Dance 3 is forceful, earthy, and square-rhythmed. 
D. Dance 1 returns, presto, and ends with a deceptive cadence. There 

has occurred no F major closed cadence to conclude the 
movement, which segues immediately to movement 4. 

VI. Movement 4 (“Storm”) is about meteorological mayhem, nature 
portrayed in musical terms and nature as metaphor. This purely 
programmatic movement portrays the progress of a vicious summer 
storm. 
A. Distant rumbles of approaching thunder can be heard in the low 

strings, followed by the pitter-patter of the first raindrops. 

©1996, 1998 The Teaching Company. 161



B. These are followed by an explosive downpour as the storm hits, 
replete with lightning and thunder. 

C. The passing of the storm becomes a metaphor for salvation. This 
movement segues directly into the fifth-movement hymn of 
thanksgiving. 

VII. Movement 5, rondo form—the ““Shepherd’s Hymn”” of gratitude and 
thanksgiving after the storm. 
A. Theme A, a simple, folk-like theme (the ““Shepherd’s Hymn””) 

grows out of it and is reminiscent of movement 1, theme 1. 
B. Theme B is an expanding, rising melody imbued with great 

momentum and energy. Theme C is a pastoral theme, most 
probably based in part on a genuine Croatian folk song. 

C. The movement closes with a coda in eight parts. 
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Lectures Twenty-Three–Twenty-Four 
Symphony No. 7—The Symphony as Dance, I–II 

 
Scope: Lectures Twenty-three and Twenty-four discuss Beethoven’s 

Seventh Symphony with references to the historical and personal 
events surrounding its composition. The essence of the symphony 
is seen to be the power of rhythm, and personal originality is seen 
to be an important artistic goal for Beethoven. 

 
Outline 

I. Genesis. 
A. Symphony No. 7 was begun in late 1811, three years after the 

premieres of the Fifth and Sixth Symphonies. It was completed in 
April 1812. 

B. The years 1812 and 1813 were not good ones for Beethoven. His 
hearing took a precipitous downturn, and the “Immortal Beloved” 
affair caused him much grief. 

C. The period from the premiere of the Seventh Symphony on 
December 8, 1813, and its subsequent performances in 1814 sees a 
revival of Beethoven’s fame and fortune in Vienna. 

D. The Seventh Symphony was premiered and subsequently played 
alongside Beethoven’s “Wellington’s Victory,” a work celebrating 
the defeat of the French army in Spain. Beethoven conducted the 
premiere with somewhat limited success. 

II. Symphony No. 7 in A Major, Op. 92, movement 1, sonata-allegro 
form: analysis with references to the WordScore Guide  and musical 
examples. 
A. The movement opens with what is essentially a harmonic 

introductory passage in seven parts parading as an exposition. 
B. Theme 1: Blast off! A bright, dancing theme breaks forth in the 

clearly stated key of A major.  
C. Theme 2, part 1, is a bouncing, joyful melody accompanied by 

sweeping string scales; part 2 is a hunting horn theme.  
D. The four-part cadence that follows juxtaposes dynamic extremes, 

but does not relinquish its constant forward momentum.  
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E. Since the advent of theme 1, and to the end of the symphony, this 
music is about rhythm, rhythm, and more rhythm!  

F. The development is in six parts. 
G. A relatively uneventful recapitulation is followed by a brilliant 

coda. 
H. The coda is in four parts. Part 2 is an extraordinary passage in 

which the bass line falls to a D and proceeds to repeat a dissonant 
two-measure unit 11 times. 

III. Movement 2. 
A. “Chord of Bleak Isolation”: a dismal, unresolved A minor 6/4 

chord begins the movement.  
B. The overall form of the movement is A B A¹ B¹ A and coda. 
C. Theme A appears in the low strings. Its rhythm will pervade the 

whole movement. 
D. The lyric theme B appears like a ray of sunshine in the winds. 
 In the coda theme A returns and gradually disintegrates until all 

that is left is a final “Chord of Bleak Isolation.” 
E. Movement 2: Conclusions. 

1. Movement 2 should not be played too slowly; otherwise, the 
essential rhythmic energy is lost.  

2. Movement 2 is also about the power of rhythm.  
3. Movement 2 proved to be so popular in its day that it was 

sometimes taken out of context and inserted into other 
symphonies by Beethoven! 

IV. Movement 3, double scherzo. 
A. After the melancholy ending of movement 2, the opening of 

movement 3 comes as a genuine shock, with its brilliant, energized 
scherzo theme full of clucks, trills, and extreme dynamic contrasts.  

B. The overall form of this movement is: 
 Scherzo  Trio  Scherzo II Trio II Scherzo III 
      A    B       A¹     B¹         A 

V. Movement 4, sonata-allegro form: “The apotheosis of the dance” 
(Richard Wagner). 
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A. Theme 1 is in two parts. Part 1 is whirling, energetic music filled 
with the spirit of dance. Part 2 is a blaring, pounding, descending 
tune, interspersed with fanfares. 

B. Theme 2 is a delicate, dancing theme that emerges from the 
modulating bridge. The explosive cadence material is filled with 
syncopation. 

C. The development is in four parts and the coda is in six parts. 
D. Conclusions. 

1. Rhythm is the primary element of Symphony No. 7. 
2. With an overview of all the symphonies up to the Seventh, it 

can now be clearly seen that personal originality is an 
important artistic goal for Beethoven. He wants each major 
composition to make a step forward, not repeat what he did 
before. Beethoven spent a lot of time working on each 
symphony. He needed time to be original, to make each 
symphony completely different from the others. 
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Lectures Twenty-Five–Twenty-Seven 
Symphony No. 8—Homage to Classicism, I–III 

 
Scope: Lectures Twenty-five through Twenty-seven discuss Beethoven’s 

Symphony No. 8 of 1814, with references to the personal and 
political events that impacted Beethoven’s life during this period. 
We learn how Symphony No. 8, while ostensibly reminiscent of 
the classical style, is actually a thoroughly “modern” work, full of 
Beethoven’s own unique personality. Other topics discussed 
include the “Immortal Beloved” affair, Beethoven’s deteriorating 
health, Napoleon’s demise, “Wellington’s Victory,” and the 
meteoric rise in Beethoven’s popularity in 1814. 

 
Outline 

I. Beethoven and women. 
A. Despite Beethoven’s obvious delight with women, his attitudes 

toward love and marriage, and women’s attitudes toward 
Beethoven, are filled with contradictions. 
1. Beethoven constantly fell in love with unattainable women. 
2. While women were initially attracted to the “musical” 

Beethoven, they were just as usually repelled by Beethoven 
the man. 

3. Beethoven’s role model for marriage that of his 
parents was not particularly inspiring. 

4. Nevertheless, Beethoven yearned for the security and 
affection he believed marriage could bring. 

B. The “Immortal Beloved” affair. 
1. Notebook entries from 1812–’13 indicate that love, marriage, 

and lost love were very much on his mind at that time. 
2. The letter. 

a. A love letter was found among Beethoven’s effects after 
his death. 

b. It is the only existing, unalloyed love letter by Beethoven. 
c. In it he refers to the addressee as “my Immortal Beloved.” 
d. The letter bears neither a date nor the name of the addressee. 

3. For 150 years writers and scholars speculated when and to 
whom the letter was written. 
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4. The riddle was finally solved in 1977 by Maynard Solomon. 
a. The affair came to an end in 1812. 
b. The “Immortal Beloved” was Antonie Brentano. 

i. She lived from 1780 to 1869, was a wife and mother, 
and met Beethoven in May 1810. 

ii. It is clear by her surviving letters that she worshipped 
Beethoven. 

iii. To his death, it is clear from his letters that 
Beethoven worshipped Toni Brentano. 

c. Beethoven, who probably broke off the affair during the 
late summer of 1812, and returned to Vienna, beside 
himself with grief and despair. 

C. Beethoven’s mental and physical health declined rapidly in late 
1812 and 1813. He wrote no music of any importance in 1813. 

II. Mälzel, “Wellington’s Victory,” and Beethoven’s temporary revival. 
A. Mälzel and Beethoven chose a great moment to collaborate on a 

composition celebrating the defeat of a French army. 
B. In 1813, after 20 years of Napoleonic wars, the end was in sight. 

1. December 1812 saw Napoleon’s disastrous retreat from 
Moscow and his return to Paris. 

2. On June 21, 1813, Wellington defeated a French army at the 
battle of Victoria in Spain. 

3. In June 1813, Austria (neutral since 1809) joined the allies 
and in August declared war on France. 

4. In October 1813 the allies scored a decisive victory at the 
battle of Leipzig. 

5. In December 1813 a series of concerts was given in Vienna 
for the benefit of Austrian and Bavarian soldiers wounded at 
the battle of Hanau. They included the premieres of Mälzel 
and Beethoven’s “Wellington’s Victory” and the Seventh 
Symphony. 

6. Beethoven suddenly attained a level of popularity the likes of 
which he had never previously experienced. 

7. Musical example: “Wellington’s Victory” (1813): 
a. The English and French armies square off and fight. 
b. This music is essentially a brainless concerto for 

percussion (guns/cannons). 
c. It is kitsch even by the kindest measure. 
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C. Beethoven’s popularity in 1814 was astounding. 
1. Of the 11 public concerts held in Beethoven’s lifetime for his 

benefit, five occurred in 1814. 
2. “Fidelio” was revived in 1814 to huge success. 
3. Beethoven felt artistically vindicated. 

D. Beethoven’s Symphony No. 8 in F Major, Op. 93 was premiered 
on February 4, 1814, during this period of Beethovenian hoopla. 

III. Symphony No. 8 in F Major, Op. 93, movement 1, sonata-allegro form: 
analysis with references to the WordScore Guide™ and musical 
examples. 
A. Exposition: Theme 1. 

1. Theme 1 is a bright and, on the surface, Haydnesque theme 
that betrays its originality in its unusual structure of three 
phrases one antecedent and two consequents! (A classical 
structure would only contain two phrases.) 

2. In the recapitulation the theme reappears in a triumphant and 
magnificent reprise, first in a two-phrase version and then, 
quietly, in its original three-phrase version. 

3. Note the humor at measures 30–37 where the syncopated 
“ticking” chords appear in a pompous version and are 
answered with a pipsqueak response! 

B. Theme 2. 
1. Theme 2 is a lilting, “modern,” waltz-like melody that evokes 

Chopin, not classicism. 
2. The theme begins in the “wrong” key and only lands in the 

classically “correct” key of C major in its second phrase. 
C. Cadence material: This is pure Beethovenian rhythmic craziness. 

Note the hemiolas. 
D. The modulating bridge is quirky and comic. 
E. Exposition: conclusions. 

1. It is straightforward, crisp, and classically proportioned. 
2. It is filled with melodic, harmonic and rhythmic twists that are 

pure, modern Beethoven. 
F. Development in four parts. 

1. The development is characterized by rhythmic compression, 
syncopation, and octave “ticking.” 
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2. The two-beat rhythms in this development create much of the 
excitement in the development section. This is what helps to 
make Symphony No. 8 so accessible to contemporary 
listeners. 

G. Coda in five parts. 
1. Note the way Beethoven uses a pivot modulation to go 

effortlessly from F to the remote key of D flat major at the 
beginning of the coda. He uses the note of F, which is 
common to both F major and D flat major, to effect the 
switch. 

2. This coda has a very effective ending as Beethoven reduces 
everything in a perfectly timed, perfectly logical progression. 
The movement ends exactly as it began. 

IV. Movement 2, “The Metronome.” 
A. Background information. 

1. In lieu of a slow movement, the second movement (allegretto 
scherzando) is a comic tribute to the metronome, a new-
fangled mechanical device attributed to Beethoven’s friend 
Johann Nepomuk Mälzel. 

2. This is the same Mälzel who approached Beethoven with the 
idea for Wellington’s Victory. 

3. Johann Nepomuk Mälzel was a musician and builder of 
complex mechanical musical instruments. He built 
Beethoven’s ear trumpets and is credited with inventing the 
metronome, although he actually pirated the design from an 
inventor named Winkel. 

4. The metronome must be numbered among the most insidious 
and painful devices of torture ever created. 

B. Movement 2, part one. 
1. In the introduction to part one we hear the metronome itself 

with its clock-like ticking in staccato winds and horns. 
2. Theme A is a melody as mechanical as the metronome itself. 

It does its best to stay on beat, with only limited success. 
Syncopations mark its frustration at trying to stay in time. 

3. Theme B is a somewhat more forceful theme, marked by: 
a. Syncopations. 
b. Comic “windups” of the metronome. 
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c. A brief and marvelous reference to Mälzel’s mechanical 
organ appears at the end of part one where parallel thirds 
and sixths, characteristic of mechanical organs, appear in 
the winds and horns. 

C. Movement 2, part two. 
1. Theme A is abbreviated and no longer marked by 

syncopations. 
2. The coda is pure slapstick comedy as the metronome expires 

and with it the patience of its user. 

V. Movement 3, Minuet and Trio. 
A. Overview. 

1. This is a genuine minuet and trio, Beethoven’s first since 
Symphony No. 1. (The “minuet” of Symphony No. 4 is not a 
real minuet.) 

2. It is an affectionate backward glance from the composer who 
single-handedly murdered the form 10 years before! 

B. Minuet: analysis. 
1. Introductory “ticking” continues the metronomic joke from 

the second movement and the octave “ticking” from the first. 
2. The minuet theme bears a striking resemblance to theme 2 of 

the first movement. 
C. Trio. 

1. This is a real trio, numerically as well as figuratively, as two 
horns and a solo clarinet play a rustic melody. 

2. The trio’s first phrase is utterly Haydnesque. 
3. The trio’s second phrase is genuinely 19th-century romantic. 

VI. Movement 4, sonata-allegro form (?!). 
A. Nowhere is Beethoven’s raucous sense of humor more apparent 

than it is in this movement. 
B. Theme 1. 

1. A sizzling, rustling, delicate theme introduces two important 
motives: A and B. 

2. Sudden, unexpected and explosive C sharps shatter the 
delicate mood (a musical Bronx cheer?). 

3. The C sharp presages an essential characteristic of this 
movement: abrupt and unexpected shifts to keys far away 
from where we expect to be. 
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C. Modulating bridge and theme 2. 
1. The ensuing modulating bridge is right on track to establish 

the “proper” key of C major for theme 2. 
2. Theme 2 is spacious and lyric. It begins in A flat major, only 

shifting to the correct key of C major in its second phrase. 
D. Cadence material. 

1. Suddenly and unexpectedly the key reverts back to F major. 
2. The orchestra seems to be completely confused as to where to 

go next. The movement has become virtually operatic, 
complete with dramatic characters in the form of instruments. 

E. Development 1 and recapitulation 1. 
1. Gotcha! Something is amiss! This is not the expected repeat of 

the exposition. We have gone straight into a development.  
2. We have more harmonic sleight of hand, more getting lost, 

and more confused and ultimately angry instruments 
demanding to know what’s going on! 

F. Development 2 is built almost entirely on motive B. It manages to 
get the key back to F major. Are we home free? 

G. Recapitulation 2. 
1. The “Bronx cheer” C sharps force the music in an entirely 

new harmonic direction to F sharp minor! 
2. The harmony rights itself. F major is reattained and surely, by 

the conclusion of the cadence material, the movement should 
end … 

H. Coda in four parts. 
1. The movement that refuses to end refuses to end. 
2. After a series of comic and insistent returns, the movement 

finally does end, much to the delight of the listener. 
VII. Conclusions. 

A. On the surface, Symphony No. 8 is a homage to classical style. 
B. In reality, it is filled with extraordinary and modern twists on all 

levels: harmonic, rhythmic, melodic, dramatic, and formal. 
C. It is a marvelous example of Beethoven’s “unbuttoned” sense of 

humor. 
D. It is a wonderful amalgam of the old and the new, the heroic and 

the comic. 
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Lectures Twenty-Eight–Thirty-Two 
Symphony No. 9—The Symphony as the World, I-V 

 
Scope: The last four lectures of this series are devoted to Symphony No. 

9, the most influential Western musical composition of the 19th 
century, the most influential symphony ever written, and arguably 
the single most influential musical composition written since 1607 
(Monteverdi’s “Orfeo”) and before Stravinsky’s “Rite of Spring” 
of 1912. We see how this work obliterated time-honored 
distinctions between the instrumental symphony and dramatic 
vocal works such as opera. Also discussed are Beethoven’s fall 
from public favor in 1815, his disastrous relationship with his 
nephew Karl, his artistic rebirth around 1820, his late 
compositions, and his death in 1827. 

 
Outline 

I. Beethoven in 1815. 
A. As sudden as was Beethoven’s return to fame and fortune in 1814, 

so was his fall from favor in 1815. 
B. There are many reasons behind Beethoven’s fall from popular 

grace. 
1. Thrilled by the success of “Wellington’s Victory,” Beethoven 

composed a series of vapid and faux-heroic works that mark 
the nadir of his artistic career. They had no staying power. 

2. In post-Napoleonic Europe, musical trends were developing 
which the 45-year-old Beethoven showed no interest in 
following. These included: 
a. The decorative, almost high classical-style music of 

Spohr, Moscheles, and Schubert. 
b. The new Italian style as personified by Rossini. 
c. The new fascination with musical topics Gothic and 

supernatural. 
3. One after another, Beethoven’s most loyal patrons died, left 

Vienna, or were estranged from him. 
4. Beethoven’s hearing began another rapid deterioration in 

1815, effectively ending his career as a pianist. 

©1996, 1998 The Teaching Company. 244



5. Beethoven was increasingly perceived as being “written out” 
and genuinely insane. He openly railed against the aristocratic 
establishment. 

6. Beethoven suffered an emotional decline due to his 
relationship with his nephew Karl. 

II. Beethoven and his nephew. 
A. Beethoven became the primary caregiver for his two younger 

brothers after the death of their mother in 1787. 
1. He was irrationally possessive toward his brothers. 
2. He was hugely hostile toward their wives. 

B. Beethoven’s irrational possessiveness was transferred to his nine-
year-old nephew Karl after the death of his brother Caspar in 
November 1815. 
1. On November 14 the dying Caspar added a codicil to his will 

ensuring that Beethoven would not attempt to take custody of 
Karl from his mother Johanna. 

2. Johanna was by all neutral accounts a decent and intelligent 
woman. 

3. Beethoven convinced himself that Johanna was unfit for Karl 
and he began a process of brutal litigation, that was to last for 
five years, to gain custody of the boy. 
a. During the course of the litigation, two of Beethoven’s 

favorite delusions were destroyed. 
i. Beethoven finally had to admit that he was born in 

1770. 
ii. This meant that he had to concede that he was not the 

royal bastard he had always claimed to be but the 
legitimate son of Johann van Beethoven. 

b. In 1820 Johanna became pregnant and remarried, thus 
forfeiting her rights to Karl. 

C. The experiences of 1815–’20 “served as catalysts to bring 
Beethoven’s deepest conflicts and desires to the surface, perhaps 
thereby laying the groundwork for a breakthrough of his creativity 
into hitherto unimagined territories.” (Maynard Solomon) 

III. A composer reborn. 
A. Beethoven wrote little music of consequence between 1815 and 

1820. 
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B. Beethoven’s compositional rebirth—his late period—dates 
essentially from 1820. It saw the composition of the following 
works: 
1. The last piano sonatas. 
2. The Diabelli Variations. 
3. The Missa Solemnis. 
4. Symphony No. 9. 
5. The last five string quartets and the Grosse Fugue. 

IV. Genesis of Symphony No. 9 in D Minor, Op. 125. 
A. As early as 1793 Beethoven expressed his desire to set Schiller’s 

“Freude.” 
B. The Choral Fantasia of 1808 anticipated elements of “Freude.” 
C. In 1811 Beethoven began setting the opening lines of “Freude.” 
D. In 1817 Beethoven began sketching themes of the first, second, 

and fourth movements. 
E. As late as 1823, Beethoven was still not sure whether to use a 

chorus in the last movement. 

V. Symphony No. 9 in D Minor, Op. 125: background. 
A. Beethoven’s Symphony No. 9 is the grandest in scope and 

expressive content of all his symphonies. 
B. It is the single most influential composition of the 19th century and 

arguably the most influential work written since Monteverdi’s 
“Orfeo” of 1607. 

C. It remains the most analyzed and written about musical work in the 
repertoire. 

D. Symphony No. 9 is an epic vision of contemporary struggle and 
possible utopia. 
1. Movements 1 3 deal with polarities, uncertainties, and the 

struggles of the present. They are resolved in the third 
movement. 

2. Movement 3 describes a transcendent utopian possibility for 
the future. 

VI. Symphony No. 9 in D Minor, Op. 125, movement 1, sonata-allegro 
form: analysis with references to the WordScore Guide™ and musical 
examples. 
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A. Introduction and theme 1 (measures 1 35). 
1. The introduction is primeval and monolithic with its open fifth 

in the horns and strings. The harmony is ambiguous (A E) 
because there is no C or C sharp to identify major or minor 
mode. 

2. Theme 1 (in D minor), measures 17 35, is ferocious, 
awesome, and terrifying. 

3. Polarity 1 is established with the key of D minor, the key of 
despair, angst, and pain. 

B. Reintroduction and theme 1 (measures 36 54). 
1. The primeval and monolithic open fifth is reintroduced, but 

now we have a clear sense of key: D minor. 
2. Theme 1 in measures 51 55 becomes heroic and magnificent 

as it returns, now in B flat major. 
3. Polarity 2 has been established. B flat major is the key of 

heroism, magnificence, and the “good fight.” 
4. With this polarity, we get a feeling that theme 1 represents 

two protagonists in a drama. 
C. Theme 1 has three motives: 

1. A descending arpeggio. 
2. Three notes descending stepwise followed by an upwards 

leap. 
3. Exclamatory fanfares. 

D. The modulating bridge melodically reinforces the sense of 
opposing polarities. 

E. Theme group 2 in B flat major consists of: 
1. Phrase a: a smooth, lyric melody that will become the “Ode to 

Joy” theme in the fourth movement. 
2. Phrase b: a development of phrase a. 
3. Phrase c: a rising/falling phrase drawn from the modulating 

bridge. 
4. The remainder of the theme consists of exclamatory fanfares 

that alternate with brief wind interludes. 
5. Note that it does not appear in the expected key of F major, 

but rather in B flat major, the key of heroic polarity. 
F. Cadence material in six parts. 

1. This juxtaposes violently different musics. 
2. It is almost a development section in itself. 
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3. It is based on themes 1 and 2. 
G. The development in 12 parts is filled with polar juxtapositions, 

constant change, emotional and expressive disruption, and ebbing 
and flowing energy. At its end the diminished seventh chord of D 
minor forces it to spiral downward into a harmonic black hole! 

H. Recapitulation. 
1. The introduction makes an awesome return in D major. 
2. Theme 1 makes a terrifying return in D minor. 
3. Theme 2 is primarily in D major. 

I. Coda in 10 parts, emphasizing the darker aspects of the movement. 
1. In part 8, a funeral march based on theme 1 ensures the 

movement will end on the darkest possible note. 
2. In part 10, a gut-wrenching orchestral unison outlines the D 

minor triad. 

VII. Movement 2, scherzo. 
A. A stunning introductory gesture opens the movement by literally 

splitting apart a D minor triad. Thus this movement opens on the 
same violent note that concluded the first movement. 

B. Fugato (a truncated fugue). 
1. This effects an extraordinary transition from dark D minor to a 

raucous, joyful dance in F major, demonstrating the life-
enhancing power of dance. 

2. Ritmo di tre battute: At the heart of the fugato is a marvelous 
bit of rhythmic and phrase length manipulation. 

C. Trio. 
1. The scherzo’s meter modulates from triple to duple meter. 
2. The key is D major. 

D. Coda. 
1. The trio returns, and with it the key of D major. 
2. The movement ends brilliantly and optimistically a 

completely different expressive place from its beginning. 

VIII. Movement 3, quasi-double variations. 
A. Overall, this is a sublimely peaceful and static movement. 
B. The third movement is the goal of the first half of this symphony. 
C. Introduction and theme A. 
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1. This is an exquisite and lyric passage in B flat major. 
2. Theme A concludes with a sudden and effortless pivot 

modulation to D major. 
3. Theme A is successively elaborated at measures 43 64 and 

then again at 99 120. 
D. Theme B. 

1. The opening motive of theme B was prepared by the 
introduction. 

2. This is a lush, expressive theme in D major and, later, G 
major. 

E. Adagio, measure 83: Note the extraordinary fourth horn part. 
F. The movement ends serenely in B flat major, the key of heroic 

polarity. For now, peace of mind and spirit have been achieved.  

IX. Movement 4. 
A. The fourth movement offers a utopian vision for the future. 
B. Its text is based on Friedrich von Schiller’s 1803 version of “An 

die Freude” (“Ode to Joy”). 
1. There are 18 sections in Schiller’s original. 
2. Beethoven uses but half of the 18, arranging them to suit his 

fancy. 
C. Vocal entry. 

1. Beethoven spent a tremendous amount of time and energy 
trying to come up with a convincing and logical way to 
introduce the voices in the fourth movement. 

2. Beethoven’s eventual solution was to have the low strings, 
representing an operatic style hero, gradually reject all the 
main themes of the first three movements of the symphony 
until, finally, they/he embrace the “Ode to Joy” theme and, 
with it, its message of universal brotherhood. 

D. Overture. 
1. Part 1: The Voice in the Wilderness. 

a. A brutal, jagged gesture reminiscent of theme 
1/movement 1 thunders forth to introduce the movement. 

b. The low string “hero” enters and gradually rejects the 
earlier themes until he embraces the “Ode to Joy” theme. 

2. In part 2 the “Ode to Joy” is heard in its entirety and followed 
by four ever louder, more exciting variations. 
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E. Act 1: The Voice in the Wilderness and the “Ode to Joy.” 
1. Fully prepared by the low string “hero,” the baritone singer 

enters, again rejecting the brutality of the movement’s 
introduction and suggesting in its place the “Ode to Joy” 
theme. 

2. Three verses of the “Ode to Joy” are heard, performed by the 
vocal soloists and the chorus. 

F. Act 2: the triumph of the “Ode to Joy.” 
1. A Turkish march/triumphal march approaches from the 

distance. The march theme is, in reality, another version of the 
“Ode to Joy” theme. 

2. A celebratory men’s chorus, fugue, and then full chorus 
joyfully and victoriously intone the message of the “Ode to 
Joy.” 

G. Act 3 is a thanksgiving with heavenly devotions evocative of 
plainchant and church rites.  Note the magnificent double fugue. 

H. Act 4 is the celebratory and triumphant coda. 

X. Conclusions. 
A. Beethoven’s Ninth Symphony obliterated time-honored 

distinctions between abstract and literary music. 
B. By its example the Ninth said to the next generations that genre, as 

well as form, is contextual, that the expressive needs of the 
composer must take precedent over any and all musical 
conventions. 

XI. Closing. 
A. In December 1826, Beethoven becomes ill with pneumonia. 
B. In January 1827, his liver begins to fail. 
C. By February, Beethoven is dying. He says farewell to his friends 

and associates. 
D. On March 23, he finally makes peace with his sister-in-law 

Johanna. 
E. On March 26, Beethoven dies during a rare spring thunderstorm. 
F. On March 29, Beethoven is buried. The Austrian poet Grillparzer 

writes the funeral ovation. 
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Timeline 
 
1770 ................................................Beethoven is born in Bonn on 

December 17. 

1789 ................................................Beethoven successfully petitions the 
elector of Bonn to grant the Beethoven 
brothers half their father’s pension and 
to have their father removed from Bonn. 

1792 ................................................Beethoven departs Bonn for Vienna, 
Austria, in November. 

1796 ................................................Beethoven’s hearing loss begins slowly. 

1800 ................................................Symphony No. 1 is premiered on April 
2. 

1802 ................................................Beethoven writes the Heiligenstadt 
Testament in October. 

1803 ................................................Symphony No. 2 is premiered on April 
5. 

1805 ................................................The “Eroica” Symphony is premiered 
on April 7. 

1807 ................................................Symphony No. 4 is premiered on March 
5. 

1808 ................................................Symphonies Nos. 5 and 6 are premiered 
on December 22. 

1809 ................................................Archduke Rudolph and Princes 
Lobkowitz and Kinsky sign contract of 
lifetime support for Beethoven. 

1812 ................................................Beethoven breaks off his love affair 
with Antonie Brentano. 

1813 ................................................Symphony No. 7 is premiered on 
December 8. 

1814 ................................................Beethoven gives his last public 
performance as a pianist. He is enjoying 
a sudden increase in his popularity. 
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Symphony No. 8 is premiered on 
February 4. 

1815 ................................................Beethoven falls out of favor with the 
public. His hearing suffers another rapid 
deterioration. His patrons are leaving 
Vienna or are estranged from him. He is 
increasingly regarded as insane. His 
brother Caspar dies and he begins 
litigation to gain custody of his nephew 
Karl. 

1824 ................................................Symphony No. 9 is premiered on May 
7. 

1827 ................................................Beethoven dies on March 26. 
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Glossary 
 
academy: Public concert in 18th century Vienna, Austria. 

arpeggio: Chord broken up into consecutively played notes. 

augmented: Major or perfect interval extended by a semi-tone, e.g.: 
augmented sixth: C-A sharp; notes that are doubled in value, e.g.: A quarter 
note becomes a half note. Augmentation is a device for heightening the 
drama of a musical section by extenuating the note values of the melody. 

Baroque: Sixteenth and 17th century artistic style characterized by extreme 
elaboration. In music the style was marked by the complex interplay of 
melodies, as manifest, for example, in a fugue. 

bridge: Musical passage linking one section or theme to another. 

cadence: Short harmonic formulas that close a musical section or 
movement. The commonest formula is dominant tonic (V I). A closed (or 
perfect) cadence fully resolves: The dominant is followed by the expected 
tonic. An open (or imperfect) cadence is a temporary point of rest, usually 
upon an unresolved dominant. A deceptive (or interrupted) cadence is one 
in which the dominant resolves to some chord other than the expected tonic. 

cadenza: Passage for solo instrument in an orchestral work, usually a 
concerto, designed to showcase the player’s skills. 

chromatic: Scale in which all the pitches are present. On a keyboard this 
translates as moving consecutively from white notes to black notes. 

classical: Designation given to works of art of the 17th and 18th centuries, 
characterized by clear lines and balanced form.  

coda: Section of music that brings a sonata-allegro movement to a close. 

crescendo: Getting louder. 

da capo: Back to the top, or beginning (instruction in a score). 

development: Section in a classical sonata-allegro movement where the 
main themes are developed. 

diminished: Minor or perfect interval that is reduced by one semi-tone, 
e.g.: Minor seventh, C-B flat becomes diminished when the minor is 
reduced by one semi-tone to become C sharp-B flat. Diminished sevenths 
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are extremely unstable harmonies that can lead in a variety of harmonic 
directions. 

dissonance: Unresolved and unstable interval or chord. 

dominant: Fifth note of a scale and the key of that note, e.g.: G is the 
dominant of C. The second theme in a classical sonata-allegro exposition 
first appears in the dominant. 

double fugue: Complex fugue with two subjects, or themes. 

drone: Note or notes, usually in the bass, sustained throughout a musical 
section or composition; characteristic of bagpipe music. 

dynamics: Degrees of loudness, e.g.: piano (quiet), forte (loud), indicated in 
a musical score. 

enharmonic: Notes that are identical in sound, but with different spellings, 
depending on the key context, e.g.: C sharp and D flat. 

Enlightenment: Eighteenth century philosophical movement characterized 
by rationalism and positing that individuals are responsible for their own 
destinies and all men are born equal. 

eroica: Soubriquet, literally meaning heroic, given to Beethoven’s 
Symphony No. 3. 

exposition: Section in a classical sonata-allegro movement where the main 
themes are exposed, or introduced. 

fermata: Pause. 

forte: Loud. 

French Overture: Invented by the French composer, Jean Baptiste Lully, 
court composer to King Louis XIV. The French Overture was played at the 
theater to welcome the king and to set the mood for the action on the stage. 
It is characterized by its grandiose themes, slow, stately tempo, dotted 
rhythms, and sweeping scales. 

fugato: Truncated fugue whose exposition is not followed by true 
development. 

fugue: Major, complex baroque musical form, distantly related to the round, 
in which a theme (or subject) is repeated at different pitch levels in 
succession and is developed by means of various contrapuntal techniques. 
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Gesamtkunstwerk: All-inclusive artwork or art form, containing music, 
drama, poetry, dance, etc.; term coined by Richard Wagner. 

Heiligenstadt Testament: Confessional document penned by Beethoven at 
a time of extreme psychological crisis. In it he despairs over his realization 
that he is going deaf, but determines to soldier on. 

hemiola: Temporary use of a displaced accent to produce a feeling of 
changed meter. Beethoven uses it to effect an apparent change from triple 
(3/4) meter to duple (2/4) meter, without actually changing the meter.  

home key: Main key of a movement or composition. 

homophonic: A musical passage or piece in which there is one main 
melody and everything else is accompaniment. 

interval: Distance in pitch between two tones, e.g.: C-G (upwards)  a fifth. 

inversion: Loosely applied to indicate a reversal in direction, e.g.: a melody 
that goes up, goes down in inversion, and vice versa. Its strict definitions: 
Harmonic inversion: The bottom note of an interval, or chord, is transferred 
to its higher octave, or its higher note is transferred to its lower octave, e.g.: 
C-E-G (played together) becomes E-G-C, or E-C-G. Melodic inversion: An 
ascending interval (one note played after the other) is changed to its 
corresponding descending interval and vice versa, e.g.: C-D-E becomes C-
B-A.  

K. numbers: Koechel numbers, named after L. von Koechel, are a 
cataloging identification attached to works by Mozart. 

measure: Metric unit; space between two bar lines. 

melisma: Tightly wound, elaborate melodic line. 

meter: Rhythmic measure, e.g.: triple meter (3/4) in which there are three 
beats to the bar, or duple meter (2/4) in which there are two beats to the bar. 

metric modulation: Main beat remains the same while the rhythmic 
subdivisions change. This alters the meter without disturbing the tempo. 

minuet: Seventeenth and 18th century, graceful and dignified dance in 
moderately slow three-quarter time. 

minuet and trio: Form of a movement (usually the third) in a classical 
symphony. The movement is in ternary (ABA) form with the first minuet 
repeated after the trio and each section itself repeated. 
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modal ambiguity: Harmonic ambiguity, in which the main key is not 
clearly identified. 

mode: Major or minor key (in modern Western usage). 

modulation: Change from one key to another.  

motive: Short, musical phrase that can be used as a building block in 
compositional development. 

movement: Independent section within a larger work.  

musette: Bagpipe common in Europe in the 17th and 18th centuries; piece of 
music in rustic style with a drone bass. 

musical form: Overall formulaic structure of a composition, e.g.: sonata 
form, and also the smaller divisions of the overall structure, such as the 
development section. 

ostinato: Motive that is repeated over and over again. 

overture: Music that precedes an opera or play. 

pedal note: Pitch sustained for a long period of time against which other 
changing material is played. A pedal harmony is a sustained chord serving 
the same purpose. 

piano: Soft or quiet. 

piano trio: Composition for piano, violin, and cello.  

pivot modulation: A tone common to two chords is used to effect a smooth 
change of key. For example, F sharp-A-C sharp (F sharp minor triad) and F-
A-C (F major triad) have A in common. This note can serve as a pivot to 
swing the mode from F sharp minor to F major. 

pizzicato: Very short (plucked) notes. 

polyphony: Dominant compositional style of the pre-Classical Era, in 
which multiple melodies are played together (linear development), as 
opposed to one melody played with harmonic accompaniment. 

quartet: Ensemble of four instruments; piece for four instruments. 

recapitulation: Section following the development in a sonata-allegro 
movement, in which the main themes return in their original form. 
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recitative: Operatic convention in which the lines are half sung, half 
spoken. 

retrograde: Backwards. 

retrograde inversion: Backwards and upside down. 

ritardando: Gradually getting slower (abbreviation: ritard.). 

scherzo: “Joke”; name given by Beethoven and his successors to designate 
a whimsical, often witty, fast movement in triple time. 

semi-tone: Smallest interval in Western music; on the keyboard, the 
distance between a black note and a white note, and also B-C and E-F. 

sequence: Successive repetitions of a motive at different pitches. This is a 
compositional technique for extending melodic ideas. 

sonata-allegro form (also known as sonata form): Most important 
musical structure of the Classical Era. It is based on the concept of dramatic 
interaction between two contrasting themes and structured in four parts, 
sometimes with an introduction to the exposition or first part. The 
exposition introduces the main themes that will be developed in the 
development section. The themes return in the recapitulation section and the 
movement is closed with a coda. 

stringendo: Compressing time; getting faster. 

string quartet: Ensemble of four stringed instruments: two violins, viola, 
and cello; composition for such an ensemble. 

symphony: Large-scale instrumental composition for orchestra, containing 
several movements. The Viennese classical symphony usually had four 
movements. 

syncopation: Displacement of the expected accent from a strong beat to a 
weak beat, and vice versa.  

theme and variations: Musical form in which a theme is introduced and 
then treated to a series of variations on some aspect of that theme. 

tonic: First note of the scale; main key of a composition or musical section. 

transition (or bridge): Musical passage linking two sections. 

triad: Chord consisting of three notes: the root, the third, and the fifth, e.g.: 
C-E-G, the triad of C major. 
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trio: Ensemble of three instruments; composition for three instruments; type 
of minuet, frequently rustic in nature and paired with a minuet to form a 
movement in a Classical Era symphony. 

triplet: Three notes occurring in the space of one beat. 

tutti: Whole orchestra plays together. 

viennese classical style: Style that dominated European music in the late 
18th century. It is characterized by clarity of melodies, harmonies, and 
rhythms and balanced, proportional musical structures. 

voice: A pitch or register, commonly used to refer to the four melodic 
pitches: soprano, alto, tenor, and bass. 
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Biographical Notes 
 
Beethoven, Caspar Anton Carl (1774 1815). Beethoven’s brother, who 
married Johanna Reiss. Beethoven would later claim custody of their son 
Karl.  

Beethoven, Johann (1740?–1792). Beethoven’s father, musician and 
teacher.  

Beethoven, Maria Magdalena (1746–1787). Beethoven’s mother. 

Beethoven, Nikolaus Johann (1776 1848). Beethoven’s brother; 
apothecary. 

Brentano, Antonie (1780 1869). Wife of Franz Brentano. Antonie was the 
“immortal beloved,” the great love of Beethoven’s life. 

Kinsky, Prince Ferdinand (1781 1812). Co-donor of Beethoven’s 
annuity. 

Lichnowsky, Prince Karl (1756 1814). Major patron of Beethoven. 

Lobkowitz, Prince Josef (1772 1816). Patron, admirer, and co-donor of 
Beethoven’s annuity; major figure in the Austro-Hungarian Empire. 

Maezel, J.N. (1772 1838). Inventor of the metronome and other 
mechanical instruments. The battle symphony (“Wellington’s Victory”) was 
his idea. 

Neefe, Christian (1748–1798). Composer who introduced Beethoven to the 
works of Johann Sebastian Bach. 

Razoumovsky, Prince Andrei (1752 1836). Patron and friend of 
Beethoven. Razoumovsky was the Russian ambassador in Vienna and one 
of the wealthiest and most brilliant men in Europe. 

Ries, Ferdinand (1784 1838). Pianist and composer. Ries was a student of 
Beethoven and later his friend. One of Beethoven’s earliest biographers. 

Rudolph, Archduke of Austria (1788 1832). Son of Leopold II. Rudolph 
was a student of Beethoven and one of the three donors of Beethoven’s 
annuity. 

Schindler, Anton (1795 1864). Violinist and conductor. Schindler was a 
devoted friend of Beethoven and an early biographer. 
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Spohr, Ludwig (1784 1859). Violinist, composer, and conductor. He 
wrote an autobiography that contains anecdotes about Beethoven. 
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